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Abstract
In this thesis I strive to explore the question, "what is good architecture?,,
through the design of a facility for formal and informal musical and
theatrical performance. The site for this project is in Central Square,
Cambridge, Massachusetts, on the Southeast corner of Massachusetts
Avenue and Prospect Street. The program of the design includes a multi-
use theater supported by first and second-level commercial retail space, a
multi-floored office space, and integrated subway station, each included
to encourage pedestrian traffic and generate revenue. Additionally, the
facility includes a jazz club, a folk room, and a rock club. The final
product is a hybrid of existing facilities and ideas developed with
prospective facility users; I have made efforts to take advantage of the
knowledge and ideas of some users in determining the program and design.
The facility aims to encourage and facilitate community integration with
use-specific and non-use-specific elements. It aims to strengthen the
pattern of public gathering now inhibited by the spatial arrangement of
the area.'
Among the important areas of inquiry, I focus considerable attention on
the outdoor and semi-outdoor public space of the facility. The design
intends to generate an eddying effect on the linear flow of pedestrian
traffic down Massachusetts Avenue. By providing areas for street
performers with sheltered seating and standing areas for itinerant
audiences, this space intends to take on a theatric and communal character.
To achieve the goals set out above I have drawn upon a process involving
design, theory, and precedent models falling under three main categories.
Design Precedents
-Theaters
-Music Halls
-Night Clubs
Organizational Design Precedents
-User Involved Design Tools
-User Involved Design Precedents
Inventive Programming Precedents
-Personal Account of Inventive Process
-- Case investigation
Thesis Supervisor:
Title:
William Porter
Professor of Architecture
Endnotes
I Use-specific elements refer to performance and support areas,
while non-use-specific refers to places designed to accommodate general
gathering.
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A Few Words About Motivation and Assumptions
Architects are playing smaller roles in the building process than ever
before. Today, it is not unusual for architects to be hired merely to provide
peripheral support functions for a building project. Part of the reason the
profession has found itself riding on an ever-widening orbit around the
control points of projects concerns the value of its services as perceived
by owners and clients. Although an elaborate set of explanations to explore
this condition exceed the scope of the present discussion, suffice it to say
that architects have not responded to the problems of modem projects in
such a way as to validate their contributions to a client.'
In recent years, architects have fallen prey to a litany of seething
complaints: they are self-concerned, they do not have any sense or care
for cost issues, they do not adequately address their users' needs, and they
ignore matters of constructability and building maintenance. These
perceptions are frighteningly common among developers, contractors,
and owners alike. The unfortunate degree of truth in this stereotype may
have its root in the limited framework many architects work within.
Indeed, the practice of formal design can be blind to or ignorant of other
factors. While such a framework has churned out the occasional
masterpiece, it has likewise churned out the occasional disaster. Expanding
this framework to encompass and address the concerns that users and
stakeholders in the building process bring to the table is among my long-
term goals to contribute to the sphere of architectural practice. The present
investigation, however, will be a fairly narrow examination of some of
these issues in the context of the development of a community theater
and the public space surrounding it in a specific urban context. In addition
to completing a contextual design to this particular problem, I hope this
thesis may serve to inform a process model and work methodology
architects might incorporate in the future.
A major assumption I bring to this thesis is that space can play a major
role in facilitating and edifying the functions and culture that develop
within what I will generically refer to as a client system.
Spatial arrangements can affect time and communication as well as
encourage various perceptions and reactions. The definition, treatment,
and condition of spaces can make life easier or harder, more efficient, or
more cumbersome, more pleasant or more dreary. As trained experts on
space, architects are better suited than virtually any other professionals to
tailor poetic as well as rational spatial contexts to address their clients'
conditions, yet they are often not a primary resource to effect this end.
I hypothesize that being an expert on space is not sufficient to win the
hearts and wallets of most clients. Architects must first become experts
about their clients. This means doing more than investigating precedents
for a particular building type. It means truly understanding the activities
that will occur in a building or facility. Moreover, it means developing
ways of dealing with these activities in an inventive manner, perhaps
changing the activities themselves.
Although inventiveness is one of the skills architects are encouraged to
develop, generally, this creativity pertains to the formal qualities of a
project. I suggest that organizational inventiveness is a very important
addendum to this skill. My work will focus on a small sample of the tools
available to affect organizational coherence within a user group. Within
the design realm, I will be exploring ways of extracting useful information
from performers about the qualities they value in a performance space in
order to transform this infornation into tangible design. I will also be
thinking about how to optimally combine relevant precedents during this
process so I do not spend inordinate amounts of time solving problems
that have already been well resolved.
Background
For the last two years I have worked with MIT's Space Planning
Organizational Research Group, researching and thinking both about the
ways building projects develop, and the kinds of roles practitioners play
in relevant processes. This analysis has led to the development of a number
of frameworks through which the tools, skills, and steps architects and
design consultants draw upon at various stages of the designing and
building process may be seen. For my thesis I have drawn upon some of
the tools this research has found useful, and put them into play in the
project. I have made attempts to observe some of their properties: learn-
ability, workability, and constraints on imaginative explorations of the
problem by a designer.
Endnotes
1 Architects have lost relative control for several reasons. A
prominent cause concerns the complexity of modern buildings and the
numerous processes necessary for their realization. Issues ranging from
legal liability, to structural engineering complexity, to financial issues,
to licensing limitations have made it virtually impossible for a specialized
practitioner to control the entire process. The argument forwarded above
is for the refinement and improvement of specialized contributions to the
process to increase their relative value.
K Chapter One
Introduction
Hypothesis
Typically, buildings can be divided into two types: (1) those which have
bccn responsive to economic and market demands, but which have not
concerned themselves with either a rigourous architectural statement nor
the concerns of people or issues other than primary clients-whose main
concerns are often strictly economic- and (2), those which are deeply
invested in architectural ideals, but which have not adequately addressed
the concerns and long term needs of clients.' Can the spatial understanding
and creative ability of designers be combined with the experiential
knowledge and desires of clients in such a way to produce functional
architecture with formal integrity and charm?
General Points
in this work I address two related but distinct issues, each grounded in
different realms and orders of my program, but overlapping in some areas
as well. The first is concerned with the characteristics and qualities
contributing to a seminal urban place. I have attempted to identify
important physical characteristics of places that contribute to communal
and street life, and draw upon them to synthesize a physical design serving
as a catalyst for an invigorated urban neighborhood. Among my goals, I
hope this design promises to sponsor economic and community growth
on the street and in the neighborhood surrounding my site.
The second issue is focused more sharply on the elements and traits of
several types of performance space, and will look to incorporate desirable
features of these spaces-as valued by the kinds of performers who might
use them-into the comprehensive design.
The development of the idea for this investigation is rooted, in part, in
several deficiencies I find in each of the issues introduced above. These
deficiencies occur on two levels: (1) general deficiencies referring to a
pattern of recurrent problems or shortcomings in public places,
performance halls, and street performance areas; and, (2) specific instances
of these problems within and around the area of the proposed site.
In addition, the thesis is inspired by my ambition to develop an inventive
program responding tocommunity-based institutions such as churches,
synagogues, youth and senior groups. I have aimed to provide a facility
enabling them to sponsor musical, theatrical, and other kinds of public
events.
Project
The spirit of this thesis is concerned with the creation of an
organizationally inventive facility, combining fuctions which will support
each other as well as the community. I have chosen to combine a variety
of public and private performance spaces with a subway station, retail
stores, and an office building. My thesis will be an invention based on a
hybrid of existing facilities grounded by additional issues raised by
performers and local pedestrians. I have employed tools I have
encountered in my group's work in this area of inquiry in an effort to
simultaneously design a building and suggest an organizational support
system for its use.
Site
The site for this project is located on the corner of Prospect Street and
Massachusetts Avenue in Cambridge. The project calls for a plan and
design of a community theater and music hall, integrating a subway station,
a set of commercial spaces, and a set of office spaces. The intentions for
the program operate in several realms. On a physical level, the program
hopes to sponsor revitalization of the area surrounding the site by making
a well-organized and seminal place which can encourage subsequent
development. In keeping with this aim, the project should have an urban
vocabulary conducive to public occupation, and should create spaces
conducive to public use. Values and solutions for these aims will be
supported by literature on public spaces, as well as short conversations
with prospective users.
On a community level, the plan hopes to encourage/facilitate community
integration- as defined by a demographically representative interaction,
or at least intermingling of people-with use-specific and non-use-specific
elements in the facility. For example, entertainment venues will provide
access to musical and theatrical events for various tastes and various cost
levels. On a larger scale, I intend to create areas that encourage pedestrian
traffic to eddy and interact more with events along the street, as an
alternative to the current pattern usage which favors continuous bi-
directional single axis movement. A flow analysis of pedestrian traffic
will strengthen arguments about this assertion as well as those for remedy.
Organizationally, this venue will argue for a simultaneous development
of a coalition of charitable institutions such as churches, synagogues,
volunteer organizations, and educational institutions that might make use
of this facility for fund raising or sponsored community events.
Figure 1
Map of Cambridge, Massachusetts
Program Specifations
(Numbers in square feet.)
Theater
Stage
Seating
Retail Sales
Public Space
Office/Residential
19,200
1000
2,400
5,000
70,000
Assumptions
Premise for Public Space
The proposed facility can encourage or sponsor communal use by
modifying pedestrian traffic flow, adding access to public ammenities
such as transportation and retail shops, providing space targeted for public
performance, and introducing a mixture of uses selected to maintain
revenues and usage throughout the period of a day.
Premise For Program
Given the suggested program, it is realistic to hope that such a facility
could be used and managed in a coordinated and cooperative effort by
local institutions, given consideration to the issue of support systems
designed to insure the success of this intention.
Premise For Performance Space
A performance space can be designed to adequately address the concerns
of musicians, actors, proprietors, patrons, and neighbors when these groups
are defined as follows:
Musicians
-Street Musicians
-Jazz Performers
-Folk Performers
-Rock Bands of various ilk.
-Small Ensembles of Classical Players
-Comedians
-Lecturers
-Hypnotists
-Others
3. Proprietors
-Lenders
-Investors
-Owners
-Community Institutions
-Police (In the case of Outside Performance Space)
4. Patrons
-Public Audiences
-Private Audiences
-Incidental Audiences: Street users
5. Neighbors
-Proprietors of Neigboring Shops and Offices
-Nearby Residents2
Endnotes
I An expanded argument looking at diminishing role of architects
in current projects is taken up later.
2 As a whole, I have addressed an admittedly small representation
of these groups in this work.
2. Actors
-Street Perfomers
-Travelling Show Performers; i.e., not a group requiring a
fixed set.
-a
Chapter Two
What is Good
Architecture?
Doubtless, practitioners and laymen alike have debated this issue for eons.
In addition to providing the basic service of shelter, architecture is a value-
laden cultural artifact with a diverse set of patrons, critics, and users.
Historically, people have shared a common (if not homogenous) demand
that architecture, more than, say, a pizza or a television, be delivered
with a high level of perceptible integrity. But what is integrity, and how
do you measure it? Vitruvius gave us some rough evaluative parameters
by suggesting that architectural quality is a function of firmness,
commodity, and delight. We may ask of a building, "does it stand up?",
"can one exist and perform a desired set of functions comfortably and
conveniently within it?", and "does it succeed in providing a rich
environment giving pleasure to those who perceive it?" But these
questions are deceptively simple, and indeed are arranged in order of
increasing difficulty.
Certainly the first is relatively straightforward. If we understand firmness
to refer to structural integrity, we may assess with relative precision the
structural properties of a building, its expected useful life, the quality and
properties of its materials, and the nature and quality of its assemblage.
This is more or less straight engineering. The second definition,
commodity, has some measurable aspects, but also departs into the world
of speculation and opinion. While we may measure the commodity of an
HVAC system by examining air quality, counting the calories consumed
per year in heating and cooling, and measuring the volume of air per
hour it replaces, we will certainly have a harder time understanding the
commodity of a building in tenrs of its effectiveness in promoting the
activities of work or by means of its physical arrangement. When faced
with questions revolving around issues of work, productivity, and
contentment or happiness, we soon find ourselves in an amorphous
territory where space, organization and culture come together in a
seemingly inextricable relationship, each influencing and supporting each
other. Already Vitruvius has given us a handful!
With the third test, which asks us to assess delight, we are yet further
frustrated as we are submerged in a quagmire of opinion from all who are
capable of offering one- and academics are the most diligent to maintain
its depth and stickiness. This quagmire is the stuff of architectural theory
and criticism, and consumes a significant portion of an (MIT) architectural
education. Practically speaking, Vitruvius' standard deals with the
esthetics of a building, of its materials and colors, of its type in relationship
to historical trends and tides, of its relationship to its setting, of its dialogue
with other buildings, of its continuity of form, of its adherence or
divergence from architectural standards, and of its uniqueness, among
many other categories of study and comparison. But it also may be thought
to deal with a dimension of invention- of assembly, of juxtapositioning
of elements, and even of program. While our dedicated and learned
scholars in this field have provided us an incredibly rich, descriptive
vocabulary for the esthetic aspects of architecture, they have given us
quite little in the way of applicable evaluative standards in this area. They
have also given us little in the way of assessing the inventive qualities of
architectural work. In the end, after thousands of years of squabbling, it
seems architecture has delight if we think it has delight- whoever we
might be.
Therefore, if we care to maintain integrity in our response to this issue of
delight, we must think hard about how to do this. Most architects reconcile
the issue as one of client satisfaction, a reasonable and practical, if not
ideal, solution. A practitioner recently told me his measure of his firm's
success: "if the client is happy, we've done a good job." I think many
others would agree. The problem is, most designers do not voluntarily
extend the right to vote to those without a checkbook, and therefore this
system is limited to the input of a powerful few. Many others who interact
with buildings as pedestrians, customers, employees, and neighbors are
generally not encouraged or able to contribute their input to inform such
a determination of delight by the architect.
In some cases municipalities have instituted esthetic codes identifying
things such as material types, scale, and color- demands extending well
beyond zoning laws and building codes- which may be seen as an effort
to reflect the tastes of non-paying or invisible clients. One need only walk
along the salt-box lined streets of Nantucket, with its uniform rows of two
story houses clad with weather beaten cedar shingles and accented with
white trim to experience the results of a governing board's prodigious
effort to maintain a singular esthetic effect. Similarly, properties listed on
the Historical Register are subject to a long list of criteria limiting the
esthetic choices of owners to a relatively narrow band of options in order
to preserve the historical character of these structures. Here a tacit cry for
cultural memory is weighed into the equation of delight, and here a voice
more powerful than the owner's is responsible for decisions.
Whether or not the results of these measures are "good" or insure
architectural delight on some kind of absolute scale is not the point of this
discussion. At least not yet. Simply illustrating the mechanisms by which
practitioners and legislators have attempted to secure this ethereal quality
and incorporate it into architecture provides a few clues about the nature
of the problem. A distinct theme emerges: providing delight is a matter of
sorting out a number of opinions and reacting synthetically to them. The
essential problem is, whose opinion is of value, and how does that opinion
get translated into architecture?
If we construct a conceptual framework we may begin to illustrate the
positions that are possible when faced with such problems. Ignoring the
considerable problem of power and pandering to a client for a moment, I
suggest that there are three distinct positions one might take in formulating
a standard of delight. First there is the belief that good, coherent
architecture can only be realized by a singular vision or concept, usually
generated by an architect, and is free of all other impurities. Here, delight
is the product of the artist, of his internal struggle to see the project, and
of his machinations to respond to that problem in an inventive, synthetic
way. The work of Tadao Ando comes to mind as a reasonable example.
His simple concrete forms express an unadulterated esthetic statement,
each one studied and re-studied until it has evolved into itself, a perfect
realization of the original vision.
Diametrically opposite this, we have the architecture of democracy.
Examples of this are plentiful enough. Although we do not have secret
ballot voting in architecture, we do have some imperfect means by which
to measure and express the tastes of the populus. In the United States, the
commercial market place is rich in expressions of American taste, as
businesses must cater to demand in order to maximize profit. The
American Mall with its internal streets, its glass and Formica storefronts,
and its Styrofoam ionic columns may be seen as the result of such a
feedback system. Although the argument is complicated by the fact that
expenses on design and materials used to create spatial embellishments
have an inversely proportionate relationship to the cost of goods and
services provided within a given establishment,' we may nonetheless learn
some things about popular taste from malls and other commercial
attractions.
We may observe, for example, that newness and cleanliness are popular
esthetic values. Malls tend to have lots of shiny floors, freshly painted
walls, trim, polished fixtures, and clean glass. We may also infer the
value of light. Malls tend to have a lot of it, and, unlike office buildings,
it is often either natural or incandescent. Fluorescent lighting is common
only in low priced department stores. The presence of classical motifs in
the store fronts gives us a clue that historical reminders are valued by
patrons. Open space and natural features are other common elements to
the bustling modemn mall. Many have waterfalls or wishing wells, or
perhaps rock gardens with lush towering plants. A grand open atrium
with places to sit down is often the central point of shopping malls,
implying a public desire for openness- perhaps another suggestion of a
natural landscape- and a place to gather publically. Additionally, many
malls accentuate changes in levels, and provide views to and from
circulation spaces and the ability to see other people milling around.
But as mentioned above, using the American commercial market as a
determinant of the elements of delight is not perfect. We could expand
our catalogue of elements by looking to other features of other shopping
centers around the world. This would give us an expanded and cultural
profile of consumer space preferences. Then we could look at these
features for particular socioeconomic groupings. We could do the same
for other types of structures: factories, hospitals, residences. If we did
this perfectly would we have a complete list of the elements of delight?
Of course not. There are at least three reasons for this.
First, in all of these cases, there is no direct relationship between the
esthetics of places and the preference of the users of these places. Typically,
the creation of a cormnercial building is the last step of a long speculative
process much of which is looking to the relative success of other such
establishments to inform and justify its particular moves. Today's mall
looks the way it does because yesterday's mall did first, and it seemed to
work. Therefore, with every iteration, a number of silly or unnecessary
ideas may be replicated, whether or not they will be appreciated by new
patrons. Second, the idea of having a complete catalogue of esthetic
elements that provide delight is ridiculous in the first place. Those things
providing delight today may be soliciting contempt tomorrow. Consider
the prospect of putting fake wood paneling in a living room in 1995. In
1970, it was considered relatively chic. Third, this procedure does not
allow for an essential component of delightful things: the possibility of
new inventions.
The nature of invention, by definition, is that a thing comes into existence
for the first time. You cannot poll people, either directly or through the
observation of artifacts, to get an opinion on an invention- not until it is
produced. Looking back at the types of inventions that had been successful
in the past might be a reasonable way to make determinations about what
kind of avenues might be worthy of pursuit; e.g., the popularity of radio
probably supported the belief that a visual media delivered by radio waves
would similarly be popular.2 Therefore an investigation of delight must
consider issues of invention in some fashion.
Endnotes
1 Therefore, business owners are not catering to customers' actual
tastes so much as their weighted tastes. For example, although customers
would probably prefer an ionic column made of real stone, to have one
would cause the cost of dish towels to rise. In other words, consumers
seem to prefer foam columns and cheap dish towels.
2 Interestingly, I saw a column in a New York Times article from
1939 suggesting that television would never be a serious competitor to
radio because people had to come to it and stay in one place to be
entertained. People are much too busy, the column argued, for them to do
this.
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Chapter Three
Critique On Previous
Models
The previous chapter suggested some of the properties of good architecture.
This chapter will discuss the problems of certain processes accounting
for both soulless buildings, at one pole, and dysfunctional buildings, at
the other. Subsequent chapters will take up issues around improving or
replacing these models.
The Mall
In America, for better or worse, capitalism rules. The American mall is
the most efficient and economical spatial solution for developers and
retailers looking to cash in. Although some are better than others, it is not
a difficult to win agreement that most are unpleasant places to spend a
Saturday. Generally, those malls that have received design attention, have
only received it cosmetically-their "architecture" is the thickness of paint
or Formica. These are places that feel temporary, and often phony; they
are like the smile of a bell boy.
As dismal as most of these places are from the standpoint of delight in
the aesthetic sense, they are laudable in terms of popular approval and
profitability. In order to be built, these malls must be demonstrably capable
of providing sufficient returns to their financiers and investors. To do this
they are designed with two main goals: to be built as cheaply as possible,
and to win maximum approval (measured in terns of purchases) from
customers.
Among the missing representatives in this process are people who have
neither the means or desire to shop, but must interact with the structure in
some way because it is in their neighborhood, or along their path. Indeed,
the delivery of a new mall is often commensurate with the further
disenfranchisement of poor populations within a given area. If malls did
not consume the amount of space that they do, this would be a less
impactful issue. But because they are so large, they take on a civic presence.
They do not, however, take on a civic function, at least not an inclusive
one.
Addressing the two main problems with malls, their depthless architecture
and their exclusivity requires either broader participation on the part of
the affected community, or a revisitation of the conception of what a mall
is. Of these two choices, I favor the latter. I will build the argument for
this throughout this work.
Pure Design
This is the architecture of the Fountainhead-one designer, his vision, and
a roomful of explosives ready for anyone attempting to come between
them. This is the secret philosophical home of most designers and, I
suspect, supplies a considerable portion of our motivation to practice in
the profession. As suggested earlier, it is also a leading cause of our
expulsion from the decision-making process-we have earned a reputation
where our loyalties lay with our designs rather than with client's needs
and budgetary constraints. Exactly unlike the problems associated with
malls, buildings where architects have been given a relatively long leash
can be architectural masterpieces (though all of us are painfully aware
how uncommon this is). Instead, so goes the stereotype, they have leaky
roofs, cost too much to heat, ventilate, and cool, and pay little attention to
the specific activities or functions of the facility. There is ample critism
of this model of practice available, so I won't dwell on it.
Design By Democracy
In the Sixties and Seventies, a vein of architecture that relied upon applied
social science evolved. One of the main premises of the approach
suggested that good architecture could be produced if you simply asked
people what they wanted. A variety of techniques evolved to determine
what it was, exactly, that they wanted. Most notable among these tools
was the POE (Post Occupancy Evaluation), a survey asking a variety of
questions about the quality of a person's environment ideally before and
after a building was initiated and developed. Most agree that this approach
did not produce good architecture at all.
One problem is inherent to a notion of democratic polling in general; this
problem is not limited simply to architecture. Many disciplines seek the
refinement or development of ideas from the contributions of their
constituencies. An article in the New Yorker magazine (February 6, 1995)
addresses the issue in its problematic relationship to governmental policy.
Michael Kinsley, the columnist, fumes his frustration in his
characterization of the a sample of Americans' absurd evaluation of the
US' international aid policy as demonstrated by a recent university poll:
Seventy-five per cent ofAmericans believe that the United States
spends "too much" on foreign aid, and sixty-four per cent want a
foreign aid spending cut. Respondents were also asked.. how big a
share of the federal budget currently goes to foreign aid. The median
answer was fifteen per cent; the average answer was eighteen per cent.
The correct answer is less than one per cent... To a question about how
much foreign aid spending would be "appropriate, " the median answer
was five per cent of the budget. A question about how much would be
"too little" produced a median answer of three per cent-more than
three times the current level offoreign aid spending...
This poll is less interesting for what it shows about foreign aid than
what it shows about American democracy. It's not just that Americans
are scandalously ignorant. It's that they seem to believe they have a
democratic right to their ignorance... this is not, surely, a question of
being misinformed. No one-not even Rush Limbaugh-is out there
spreading the falsehood that we spend fifteen per cent of the federal
budget (two hundred and twenty-five billion dollars) on foreign aid.
People are forming and expressing passionate views about foreign aid
on the basis of no information at all. Or perhaps they think that the
amount being spent onforeign aid is a matter of opinion, like
everything else.
Another problem with this trend of "democratic design" comes down on
the side of the designers. In their efforts to be as true as possible to the
wishes of users, their own creativity was squelched. Many of the "user
friendly" buildings to come out of the applied social science approach
have not been celebrated for their inspired aesthetics-they are fairly flat
in this department, generally speaking.
From this model we learn that in addition to understanding what people
want, it is necessary to 1) educate and inform them about aspects of the
discipline that they may not be cognizant of, and 2) contribute in the
envisioning of physical inventions to solve problems, drawing upon
professional skills and tools to synthesize ideas. A passive interpretation
of the reported requirements of a user is almost certain to result in less
than satisfactory results. We must turn to more active models of
participatory practice, and attempt to discern the steps vital to success.
IChapter Four
Alternative Models
Kevin Lynch
Without a theory of man and environment, we are always unsure about
how people will act next time.'
Kevin Lynch has taken on a patriarchal presence in Urban Planning
discourse. In his prolificacy he has left behind a wealth of information,
advice, and most importantly, an enduring humanity, from which designers
of all scales of work may find instruction and even inspiration.. His
insights about planning processes are among the most respected in the
field.
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Lynch's diagram demonstrating a deep interest in understanding who
the recipients of a project will be.
In the beginning of a planning process, Lynch advocates for a deep
understanding of the site and its inhabitants. He indicates that designers
should take into account such diverse variables as "sex, ethnicity, class,
income, education, employment, mobility.. .political structure, health,
welfare, and the like.2 He also suggests a number of ways to arrive at this
insight.
Among Lynch's tools, he suggests looking at past spatial behavior of a
place, to analyze what areas have been used for in the past to give an idea
of what choices were made before.3  He suggests looking at the
environment of origin of displaced people, noting that an original
environment will reflect values and provide clues to kinds of common
activities.4 A media search for editorials and the like, indicating wide
spread views about a particular place, will inform a designer about popular
perspectives. I Additionally, Lynch suggests a literature search, direct
observation, and introspective formulations about the character and quality
of a place. He goes on to suggest ways of observing:
A more systematic kind of observation can be made if the planner
confines himself to a "behavior setting, " in which some standing
pattern of behavior repeats itself at regular periods in a definite
locality. Thus he may watch the buying of newspapers at a corner
stand, an evening ball game, or a regular meeting.. .Recording the
territorial and temporal limits of behavior settings, their relative
stability an the nature of their participants furnishes us with the basic
element for which sites are organized.'
Spatial Images. We may attempt to evoke the image of a place, the
mental concept of it which allows us to recognize its parts, and to
operate within it. Thus we get, not the whole meaning of a place, but
the cognitive structure to which these meanings are attached. A
number of techniques have been developed for this purpose, including
request for maps to be drawn, for descriptions of a route to some
destination with its associated decisions, for the recognition ofplaces
in photographs or in reality, for directions to a place from passersby in
the streets, or for an analysis of remembered direction-finding
Figure 3
behavior..
Respondents may be asked a more direct set of questions: How do they
now act in the environment? Where do they go, what do they do there,
why, when do they do it, what do they use, with whom do they interact...
We may ask respondents to identify their problems directly, as well as to
outline their satisfactions in the environments...
Problems are usually easier to perceive than satisfactions, and the
former will be emphasized. Problems and satisfactions may also be
stereotyped expressions, put in ways learned from the mass media,
rather than arising directly from experience. People may simply be
unconscious of some of their real problems and satisfactions
particularly since they are unaware of other kinds of environment that
are possible. Or they may hide them consciously because they do not
seem proper We may therefore ask the respondent his opinions about
the problems that other people have. The results will also be more
precise if we ask what specific frustrations have been encountered
today.
Figure 4
Lynch's constructed mapofd-Bbitn everyone knows.
Figure 5
Boston as seen in the field
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Figure 6
This map is a summary of the perceptual 'problems" with the image of
Boston. Lynch refers to " confusions, floating points, weak boundaries,
isolations, breaks in continuity, ambiguities, branchings, and lack of
character or differentiation."
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This map represents perceptual differences people have in defining the
boundaries of certain areas. The shaderegions represent common
consent, and th edotted lines indicate the furthest determinations by
respondents.
Figure 7
Figure 10
The Boston image as derived from sketch maps.
The distintive elements of Boston
Figure 9
The Boston image as derived from verbal interviews.
Figure 8
Lynch gives us poetic images of his experience observing the life of a
street:
As we watch the street, we see people
Passing through in cars, trucks, bicycles, motorcycles, taxis, buses
Walking, running, standing, climbing, sitting, lying down,
in wheelchairs or on crutches.
Looking for destinations,
Getting in or out of vehicles, parking and deparking them,
Window shopping, buying, selling,
Using phones, mail boxes, trash cans,
Socializing, playing, "hanging out,"
Cleaning, repairing, constructing,
Policing
Waining, resting,
Taking care of children,
Carying parcels, delivering8
"There is still historic use of steets, now rarely seen on the modern
strip. This is their use for demonstrations and celebrations: marches,
street dances, street meetings, parties, funerals, fairs. These activities
are now largely confined to the main streets of the city or town center.
Figure 11
Figure 12
Newspaper clippings give an idea of the kinds of activities taking place
in the community. Many of the venues for these activities are ill-suited
for them.
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Illustration of the informal uses ofstreets and public places.
Lynch enumerates a few qualities of a good public street. For him a good
public street will:
1 Support the Normal Behavior of People: It will allow them to
move and act with ease, to have access to what they need, and permit
them to behave, if they wish, in a sociable (rather than a merely task -
oriented) manner.
2 Inform Them: It will communicate time, locations, function,
the presence of other people, history, local ecology, the future, public
rules, and much else in some clear and interesting way.
3 Promote Their Health, Comfort, and Safety: It will protect them
from an adverse climate, noise, pollution, danger, and other types of stress.
4 Engage and Delight Them: It will provide visual rhythm and
continuity, express natural features, dramatize light, form and view, create
sequences, exploit the esthetic potential of common street elements (even
of utilities, for example). '0
Jane Jacobs
Jane Jacobs, in her famous work, The Death and Life of Great American
Cities dedicates substantial attention to issues with streets and street edges.
Among the more compelling thoughts she advances is her discussion about
the various personalities streets can take on during different times of the
day and week. Her suggestion for making streets vital and robust is to
assure that they have activities on them to fill the full cycle of a day.
Safety on the streets by surveillance and mutual policing of one another
sounds grim, but in real life it is not grim. The safety of the street works
best, most casually, and with the least frequent taint of hostility or suspicion
precisely where people are using and most enjoying the city streets
voluntarily and are least conscious, normally, that they are policing.
The basic rule for such surveillance is a substantial quantity of stores and
other public places sprinkled along the sidewalks of a district; enterprises
and public places that are used by an evening and night must be among
them, especially. Stores, bars, and restaurants, as the chief examples,
work in several different and complex ways to abet sidewalk safety.'0
The four ways these businesses increase safety, as Jacobs goes on to cite
include: providing real reasons for people to use the street; drawing people
along routes that would otherwise receive little traffic en-route to
destinations; taking advantage of vigilant storekeepers' desire to keep
their stores and immediate environments safe and attractive; and by
utilizing tendency for activity to sponsor further activity.
Later, Jacobs argues for an effective mixture of uses to be combined. A
mixture is effective, she explains, if 1) different people at different times
of the day use the same streets 2) among the different people using the
streets, some of them must use the same facilities, 3) there are roughly
the same number of people on the street at most times of the day and
night.
Research and Personal Experiments With Collaborative Design
Work with the Space Planning and Organizational Research Group (with
the rather unfortunate acronym SPORG) has provided me an opportunity
to study design processes and the relationship between process and
outcome. Among the more inspiring cases I have researched, the Cluster
Design case demontrates the potential for a practitioner to effectively
draw upon the knowlege of clients and to co-invent a design.
Cluster Design
The case involved a health-care architect commissioned to design a nursing
unit, and it illustrates an interdisciplinary approach to generating a design
requiring both spatial and organizational change. Here the resulting
product was measured to be a considerable improvement over conventional
hospital models. Several key steps informed the solution. First, the
practitioner worked collaboratively with an individual client, a health care
professional, to critique current hospital conventions and to conceive of
an alternative model. Then, to inform and develop the new model, the
practitioner conducted interviews and held group design sessions to solicit
input and refinements from the hospital users. During these sessions,
strong ideas were incorporated into the design, and negotiations were
held when these ideas required fundamental changes. One example of
such a change was the removal of storage cabinets from the unit, in favor
of a push cart system. While the change allowed a visual connection
between nurses and patients, it also required a new delivery system from
materials management. Negotiated spatial and organizational design
sessions between nurses, the materials manager, and the fire marshal-
whose participation was needed to approve of non-standardized designs-
determined the final plan.
In order to arrive at these results, the practitioner relied upon knowledge,
skills and experience from several disciplines. At the level of the initial
invention, the co-invented solution was facilitated by the consultant's
knowledge of healthcare work, and his ability to understand the
fundamental roles of nurse. These issues formed the basis upon which a
reasonable and ostensibly cost effective alternative model of space and
the way work could be done evolved. To arrive at this alternative model,
he had to work effectively as a co-designer-to effectively draw upon the
extensive knowledge of his client. Following this, in order to optimize
desired functions, collective input shaped not only the unit but also the
system of work. Here the practitioner, now in the role of a facilitator,
drew upon his knowledge and experience with collaborative design, group
processes and dynamics, conflict resolution, and constructive negotiation
to bring individuals from across different professions and backgrounds
together to hash-out and design an informed and consensual solution.
(See a detailed account of this case in Appendix C).
The Purple Thumb Party
On the 2nd of December, 1994 the MIT Department of Architecture and
Planning sponsored a student-generated event called the Purple Thumb
Party. The event was conceived as a way of allowing student designers a
chance to design and build an inventive temporary performance space,
and to provide and opportunity to see the effects of their design in use.
Additionally, the occasion was an experiment in incorporating user input
into a design. In this case the "user" was an accomplished acoustic guitarist
named Peter Mulvey. Peter's background included acting as well as
musical performance, and he had an undergraduate degree in theater. He
had some experience building sets for various performances, and was
comfortable with the spatial terminology designers use. Peter had spent
the past few years of his career playing in subway stations, coffee shops,
and the occasional large venue. In the Fall of 1994 he won the Acoustic
Underground competition, an event of approximately 600 amateur
participants who performed for judges and audiences in various clubs
around the Boston area over the course of several weeks.
Peter Mulvey performing at the Purple Thumb Party
Figure 15
The process:
The event was structured to take place over two days. The first day was
for designing and building the performance space, and the second day
was for the party itself. The party would have food prepared by students,
Peter would put on a two-set show, and music and dancing would follow.
I had a meeting with Peter a few days before the design day and discussed
the general idea of the event. I emphasized a few things that I felt would
be helpful in directing the course of the collaborative design. I suggested
to him that the more clearly he conveyed his ideas and concerns, especially
in spatial terms, the more easily the designers would translate and
synthesize that information into a design. I suggested that he spend some
time thinking about the issues important to him in advance, and that he be
prepared to introduce himself and his ideas about performance and space
in a five to ten minute informal presentation.
Peter came in the next evening and met with the group of approximately
8 designer/builders who had shown up for the event. The group sat around
a square table covered with tracing paper. He began to talk about his
ideas.
He began by talking about places that he like to play. He noted two clubs
that he particularly liked, the Kendall Cafe, and a playhouse in Wisconsin.
The Wisconsin playhouse was an informal and non-use specific venue
where he had been asked to provide the musical accompaniment for a
play, and had in the process recorded a live CD. It was not clear what
particular features he liked about the playhouse, but he indicated a sense
of intimacy and comfort.
Peter liked the Kendall Cafe because it had a performance area separated
from the bar. He felt that this arrangement provided those who wished to
converse a place to be, and those who wanted to listen and pay attention
a quiet environment to do so. He said that he would like to experiment
with a room with separate areas if it were possible to do so.
Peter said he would like to give the room a quiet atmosphere. He said it
might have sofas instead of chairs, pictures on the walls, and perhaps
even a few house plants. Peter said he didn't like playing concert halls
because they were too formal. He felt that the audience was in a contrived
situation, they were artificially formalized, expected to behave and respond
as a concert audience would, and not as people would respond "naturally."
He said he didn't like playing at bars because people tended not to pay
attention at all. Instead they would would converse, and Peter's music
became a back drop to the event of socializing. As he was saying this, a
thought occurred to him. He said that when playing concert halls, he
spent most of his efforts trying to make it feel more like a bar, and when
playing bars he tried to structure and fornalize the event to make it more
like a concert. What he wanted was something in-between, with the best
features of each, "something more intimate than a concert hall and more
formal than a bar." Based on this discussion the group came to a common
understanding of the goal: we were to design a threshold between two
spaces, and attempt to create a club atmosphere- not quite a hall, not quite
a bar.
At that point the group moved downstairs to the room where the event
would actually be. An article by Kari Kamura in MIT's Pin Up describes
the situation:
7:45 We head downstairs to check out our site, we figure out a Figure 16
place for a stage. Peter is psyched-cool.
8:00 We haul in our building materials, our design-build palette
consisted of
20 metal studs
20 2x3 wood studs
2 3/4" plywood
2 3/8" OSB
1 9'xJ5'fireproof muslin
1 200' heavy cord.
1 gallon ofpaint "Echo Cliff"
1 gallon ofpaint "Caribbean Sea"
2 paint brushes
2 paint rollers
5 strings of 100 bulb white Christmas lights
(all purchased ahead of time with a $200 budget.)
Sam Desollar and Charolette Wiliams position a partition.
8:45 We've been bringing stuff in, tearing stuff down from [the
exhibition] upstairs, measuring afew things in the room. It's time to
actually commit to a plan of action. So I draw up a goofy looking plan
to get things rolling. Jim was able to see something in the sketch that I
hadn 't seen, afew comments went around the table and Tony offered a
detailed version. We decided upon our strategy and set to work.
Frames were built, they were deployed in the room (we were working
without a scale and measured drawings), fastened, sheathed and lit.
There was criticism galore in the process...but every criticism received
an alternative. So things got ripped down, looked at, moved, talked
about, and replaced.. .Ideas about acoustics, movements, materials,
texture, light quality, and palimpsest kept refining the initial design
moves. The whole process was amazing. We were a team, but there
was no time for a singular design god...
1:30 We're done, paint brushes washed out, tools put away, lights
strung...."
Figure 17
The finished space was divided into two areas by a permeable and
inhabitable wall made of a series of 8 foot partitions skinned with a
translucent fiberglass and lit with the Christmas lights. The walls were
staggered and displaced by the width of doors which were installed as
platforms in-between the walls at a height of approximately 40 inches.
This wall made an enclosure by extending from the back wall of the stage
area and stopping to allow a ten foot entrance.
The interior of the space, the performance area, narrowed from the entrance
back to the stage-a piece of 4'x8' plywood on a frame raised about 10
inches from the floor. A 4' x 6' panel was suspended above the stage,
angling down towards the back wall. A ladder was hung just before and
over the stage, and this, in addition to framing the stage, supported its
lighting.
Small round tables were placed near the stage with chairs around them
oriented towards the performance. A sofa was placed against the exterior
wall, and a low 15" inch rectangular table was placed in front of it. Tables
became larger and higher further away from the stage. In the back stools,
rather than chairs, surrounded the tables.
Plants were brought in and placed on the tables and even on the stage.
Much of the stage area was painted with the "Echo Cliff' paint-a rusty
red color. Someone painted a picture on the wall nearest the stage and
then painted a frame around it.
The sound system consisted of two small enclosures on stands placed on
either side of the stage. The mixing board and amplifier were put behind
the stage, so that Peter could adjust it.
Tables became larger and higher further away from the stage.
Figure 18
A ladder was hung above the stage to support the lights
Results
Evaluation
Successes
Logistically, the room as a whole worked very well. The entrance was
well controlled: we had a ticket sales booth positioned outside the doors
to the studio space which allowed people to buy a ticket and then come in
and out as they pleased without disrupting the performance. The food
and beverages were set up close to the entrance with enough room for
people to eat and mill about around the serving area.
As for the performance space, it is easy to say that it was good, but it is
difficult to say concretely just how good; there are no absolute measures.
As a member of the audience I found the overall effect of the room to be
very channing and almost magical. The low light from the Christmas
lights and the bright lights on the stage with the rusty red background
contributed to an intimate feeling, as did the sofas, as did the plants. As I
watched Peter perfonn, I noticed how effective the scaling of the seating
was; very few, if any, people's views were impaired, and the small and
low seating in the front helped to create a "living room" like effect.
Additionally, the corridor left in-between the tables and chairs made for a
convenient escape route, though very few got up during the performance.
What struck me as quite interesting was the affect the room and the
audience seemed to have on Peter. I had seen him a number of times in
the recent past, but never so good as this. He had a great deal of energy,
was engaged with the crowd, and seemed to really enjoy himself while
performing. Similarly, the crowd, which consisted of approximately 70
people, was quite taken with him. They listened with their feet up while
sipping beer, or leaning back in their chairs. Some listened and watched
through the fins from the other side of the "wall." Perhaps my favorite
memory is a couple ensconced in a love seat placed between two of the
partitions with a table in front of it to hold their drinks. They were
completely buffered from the rest of the audience, but not disassociated
from it. They looked quite happy and cozy.
Though only a handful of the audience were familiar with Peter's music,
they roared with applause every time Peter finished a song, and laughed
encouragingly at his filler and commentary. A friend who had cringed at
the thought of listening to two hours of folk music told me later, "he is
really great!" I could tell by the look on his face and his emphasis that he
meant it. Of course Peter's performance gets full credit for eliciting this
response, but I strongly believe the room helped considerably in keeping
people (who might have otherwise elected to converse) focused on the
music.
Disappointments
Several things did not work so well, at least from an idealist's perspective.
First, particularly in Peter's second set, there was a great deal of noise
that made it's way into the listening area from the other side of the partitions
where the food and drinks were. Apparently the presence of the wall
gave people the idea that it was okay to talk above their bedroom voices-
no one inside the performance area made so much as a squeak during the
sets. The occasional roar of laughter from beyond the wall during a soft
ballad was disturbing and disruptive, but fortunately this did not continue
too long.
The entrance space, which was a fairly healthy size of about ten feet
nonetheless became a fairly crowded standing area for those who
apparently felt too uncomfortable to walk in and find a place to sit during
the middle of a set-though they could watch through the wall, they could
not step through it. I believe that the room took on enough of a concert
like atmosphere that people felt they would be creating a disturbance if
they were to come in during the performance.
Finally, the intended split function of the non-performance area was fairly
lack-luster. When designing the space we had hoped that the room would
turn over after Peter's performance and the food area would be used for
dancing. This is in fact what did happen, and it worked well enough to
keep some of us there until 4 in the morning, but I believe we could have
planned better to have made this area more bold and more successful.
The worst problem was that it was very dark, and not dark in the way that
a dance club is, such that there are well placed lights here and there, but
more dark in the way of someone having turned out the lights-leaving
only the pale light from street lamps to filter inside in a sedate rather than
energized fashion. Additionally the sound system that was so well placed
for Peter's performance did not serve the dance area nearly so well.
Although the speakers were moved to allow for better (louder) dispersion,
the control point was left where it was, creating a rather solitary post for
the DJ.
Although less than perfect, the dance area was not a disaster by any means.
The greatest success here came from the invention of the inhabitable wall.
During the dancing, the platforms that had been used as tables to lean
against and hold drinks by people viewing the performance from outside
became dancing platforms for the remainder of the evening. Those with
whims of exhibitionism danced crazily on the well supported doors, alone
or with partners. The industrial unfinished quality of the steel studs, the
odd greenish yellow light filtering through the corrugated fiberglass
sheathing, and the white strings of Christmas lights streaking the partitions
in wild, studded lines washed together to make a, raw, dark, and energized
space-which, if better supported by the remainder of the room, could have
been the highlight of a very funky night club noire. Alone, however, it
was incapable of pulling the rest of the featureless space together.
Lessons Learned
Figure 19
The performance space allowed listeners to focus on the music with
relatively little distraction.
What can we generalize from this experience? As with the study of Zach
Rosenfield in his work to discover an optimal solution for nurses delivering
health care, the knowledgable client, Peter, was able to inform the vision
for the overall design. The degree to which this same process would be
useful were more than a single performer asked for opinions remains to
be seen.
In subsequent chapters of this thesis I will attempt to engage in a process
combining the positive features of each of these models: I have tried to
remain cognizant of cost issues, to develop an architectural language and
sensibility, to create a real place, and to give voice to some of the people
who would actually use such a facility. Because the space of a semester
is extremely limited, most of my efforts exist on the gestural rather than
profound level, and therefore, the results of my work are more pictographic
than conclusory; I have engaged several levels of process, and
experimented with them in varying degrees. This approach has made for
a very rich experience, but one that admittedly will provide no firm results.
It does, however, unveil a series of questions and concerns, as well as
strongly hint at features of promising models of practice.
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Chapter Five
4 Analytical Methodologies:
Community and Site
Observation: Harvard Square Vs. Central Square
At the urban or community level of this project, I focus on understanding
Central Square as a distinct place with a distinct culture. As a way of
revealing some of its characteristics, I will first discuss it in relation to
Harvard Square.
Central Square is the poor cousin of Harvard Square, the celebrated
gathering place for throngs of people just a mile or so to the north. While
both places are destinations and hang-outs to diverse people, Harvard
Square is decidedly more upscale. Shops and restaurants are tailored to
upper-middle class budgets, and feature an eclectic variety of products
and services- often featuring hand-made or imported goods- and are
generally expensive. At the commercial level, it is replete with bookstores,
record stores, body product and clothing stores, restaurants and bars, movie
theaters, and dozens of small specialty shops. Above and around them
are businesses and residential addresses, both of which similarly cater to
the well to do.
Harvard Square, despite the pejorative comments of those witnessing its
change over the past fifteen years, is still a real place. Unlike Central
Square, when you arrive in Harvard Square, or when you leave Harvard
Square you are aware of this. There is a sense of procession, of building
activity levels as one approaches it, and there are terretorial indicators
which mark it. From the south, Massachusetts Avenue (the main drag in
Cambridge) runs a direct course to the famed "Out of Town News"
building, where it turns sharply northeast. This turn, which leaves the
Out of Town News and the buildings behind it in direct view, thereby
creates a visual marker of the square. It is perceived as a destination from
afar. Out of Town News sits upon a site which is no more than a glorified
traffic peninsula, nonetheless, because distinctly and prominently placed,
hundreds of people meet and gather throughout the day and night around
it. Supporting the activity levels here, a subway station lies below the
peninsula, and is accessible from it. Thus, a constant flow of pedestrian
traffic flows in and out, eddying in the carved out spaces within the
peninsula. The spot is a reknowned location to gather and to meet dates
and appointments.
Harvard Square is also home to a population of street performers locating
themselves at intervals along the winding web of streets converging in
the square. As a person wanders through, different varieties of music
may be heard overlapping, helping to draw curious crowds along the
sidewalks, and lending to a sense that you can be in Harvard Square for
reasons other than wanting to buy something. You can just be. This
situation makes for a harmonious balance between those desiring and
those offering services in this place. Those who desire find a pleasant
and esthetic environment to shop, or browse, or sit and listen, or simply
stroll. Those who serve find a constant and dense stream of patrons who
generally have a fairly relaxed disposition.
In stark contrast, Central Square is more a corridor than a square, a place
in-between a "here" and a "there", and a place one would instinctively
pass through if happening upon it for the first time. Massachusetts Avenue
runs straight through Central Square like a freight train- light signals exist
only to allow brave pedestrians to cross the street and allow the occasional
entrance of a vehicle from a capillary road. Indeed, Massachusetts Avenue
is true to its abreviated name in Central Square- Mass. Ave.; it has a massive
size, providing for four lanes of traffic, and a massive presence. It
overpowers the relatively tame levels of activity of the sidewalks and
storefronts as it steamrolls through the Square.
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Due largely to the fairly dense residential neighborhoods surrounding
Central Square, home to a diverse cross section of people representing
many ethnicities and social classes, the sidewalks of Central Square are
usually well trafficked. This is a different variety of traffic, however,
than in Harvard Square. Whereas Harvard square has a feeling of relaxed
meandering, Central Square has a linear bustle. In Harvard Square crowds
tend to flow and eddy. In Central Square movement is a binary function;
people are walking, or they are stationary upon a point, disengaged. They
enter stores and leave stores, they say hello to an acquaintance on the
street and stop and chat, trying to stay out of the way of other pedestrians.
Once a brief exchange is through, each picks up and continues along.
There are few places to have a peaceful conversation because there is
insufficient space and nothing to offer the kind of visual diversion or
alternative focus- a fountain or garden, for example- that might provide
alternatives to sustatined direct engagement with a person. In Central
Square, you go, or you stop, but you do not stay- at least not comfortably.
There are a few small exceptions to this generalization: on the corner of
my site there is an open space resulting from the convergence of Mass.
Ave. and Prospect Street (Prospect splits to become River Street and
Western Avenue south of Mass. Ave.). Where the streets meet, the southern
branches diverge obliquely toward the west. The existing building facade
at the corner of this intersection (my site) follows this angle, and thereby
shaves off a triangle of space in front of it. This triangle is the closest
thing to a real "place" Central Square has.
This spot is the preferred demonstration place of black activists during
the warmer months; they configure themselves in a wall of stone-faced
members with arms crossed and their bodies vertical and rigid, while a
central figure shouts his message to all that might listen. Pedestrians
negotiate around them like pylons, and stores blast music and radio
dialogue to disarm the speeches arising from the center of the circle.
Recently, a number of wooden barrels have appeared in the triangle,
ostensibly to make a gathering more difficult, and effectively making
passage much more so.
In the winter, people who generally appear to be quite down-and-out often
gather here and sit upon the large cement disks surrounding the tree
planters. These disks are roughly two feet high and eleven feet in diameter.
The people are often old, poorly clothed, missing a few teeth, and wearing
disoriented expressions. Around them are legions of pigeons, and a
constant supply of crumbs upon which they peck and bob; the sounds of
cooing pigeons and rushing vehicles, and a pungent smell of garbage
rising up through sewer grates places one distinctly in this spot.
There is a bus stop a block south of this place, and here people take
temporary leave of motion. Papa Gino's, the pizza restaurant behind the
bus stop is home to many a bent leg and reclined back- the configuration
of the waiting. Here buses come and go, as well as people. Meanwhile
others en route to another destination must negotiate a path through the
crowded bus stop. Beyond the inefficient traffic flow, it is usually dark-
the buildings block sunlight from this area for most of the day. The
combination of these factors make this a fairly uncomfortable area to be,
either as a pedestrian or a commuter.
Opposite the bus stop, near Pearl Arts and Craft (bethel to the MIT
architecture student), the side walk is roughly twenty feet wide, and objects
like public phones and subway entrance rails define a space where people
can escape the flow of foot traffic. Here, on the same type of concrete
disks occupying the corner site, people gather and sit. Because this side
of the street is usually bathed in light, it the preferred side of pedestrian
traffic: there are more people passing that gathering groups must try to
avoid. But because the space is in the middle of the block and does not
actually open up in any way, its destination-like properties are fairly
handicapped.
_ _ - -
The people who tend to use this place seem more diverse than on the
corner. I have seen young women, old men, blacks, whites, middle
easterners, and virtually every other flavor of individual congregating in
groups or alone claiming this space; although the tenancy is relatively
brief, it is quite diverse.
Dialogues take place here with a few individuals taking the building side
of the sidewalk, and others on the street side. Conversation flows through
the people passing in between them. Sometimes a group will force
pedestrians to one side or the other by claiming the territory in the middle
of the sidewalk. This phenomenon, perhaps more than any other I have
witnessed, speaks of the lack of more convenient places to gather.
Stores and shops in the area, in contrast to those of Harvard Square,
appeal to a very modest budget. There are thrift and discount shops galore
here. Large signs outside storefronts boast of low prices- "all shoes less
than $10.94," and the like. Clearly the general consumer appeal is to
those within a fairly low socioeconomic bracket.
. - - .ex- ->.r.--,aw._ - anil' s *.,.- i . . . - -
Site Analysis
To form a physical understanding of the site, I used two basic techniques.
I photographed the area, and composed elevations of buildings along
Massachusetts Avenue. This exercise, along with a plan analysis, forced
me to concentrate on the surrounding context. I was surprised by what I
saw.
In my mind Central Square has always been a deteriorating, un-maintained,
lower class environment. When I looked at the photographs and drawings
they informed, however, I noticed for the first time how attractive and
well detailed many of the buildings actually are. It felt like I was seeing
them for the first time- even though I have lived next door to them for
four years. Then I realized that in all this time, I had never really looked
at them. I, like everyone else, regarded Ccntral Square as a means of
getting from one place to the next. In four years of speeding back and
forth to MIT, I have always had my eyes on the sidewalk ahead of me.
These discoveries have furthered my conviction that Central Square lacks
a sense of place-somewhere you can stop and look around. While I
cannot make the claim that my proposed design supplies an adequate
remedy for this situation, this information reinforced my effort to make a
"place" within my design.
re 19 Edge of Site: Corner of Mass. Ave. and Prospect St.
Figure 20
Figure 21
Central Square looking northwest from the center of Massachusetts
Avenue.
Woolworths and the intersection of Massachusetts Avenue and Prospect
Street. The T Station is to the left of Woolworths.
Figure 22
Figure 23
View of the south side of Mass Ave. This side of the street is often
dark. Purity Supreme, the largest grocery store in the area, is pictured
on the left.
View of Site. Note the high rise resedential buildings behind on the
next block.
Figure 24
View of the south side of Mass Ave as taken from the North. A portion
of the site is shown to the right of the largest building. in the frame.
View of existing retail shops on site. Photograph taken from north
west corner of Massachusetts Avenue and Prospect Street.
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Figure 26
View looking south east down Mass Ave. The site, occupying the
corner, is shown on the right hand side.

Building Elevations
A series of elevations of buildings along Mass.
Ave. reveals a mixture of styles, and some
suprisingly nice architecture that goes largely
un-noticed owing to the linear flow of
movement along the street.
Figure 27
North Side (North End)
Figure 28
South Side (South End)
North Side
South Side
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North Side
South Side
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North Side
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North Side
South Side
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North Side
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Figure 44
South Side
Use Analysis
In addition to getting a physical sense of Central Square, I wanted to get
a sense of what goes on here as well. The following table is a breakdown
of businesses in the area, and their main functions.
Business Name
Cambridge B Cntr
Central Sqr. Bsns.
Bioran
Bioran I1
Fields
Can-Tab
Block Buster
Dance Complex
Cezanne
Bioran Coffee
1369
Dunkin Doughnuts
Golden Doughnuts
Au Bon Pain
Mcdonalds
Pizza Hut
D'Angelo's
Burger King
Hi-Fi
ABC Pizza
Juicy Chicken
Tast-T
Falafel Palace
7-11
Convenience +
Fresh Fish
Harvest
Camb. Food Co-Op
Purity Supreme
Description of Work
Business
Business
Business
Business
Entertainment
Entertainment
Entertainment
Ex/Com.
Fast Food
Fast Food
Fast Food
Fast Food
Fast Food
Fast Food
Fast Food
Fast Food
Fast Food
Fast Food
Fast Food
Fast Food
Fast Food
Fast Food
Fast Food
Grocery
Grocery
Grocery
Grocery
Grocery
Grocery
Specific Functions
Business
Business
Genetic Engineers
Genetic Engineers
Bar
Night Club
Video
Dance
Baker
Coffee
Coffee
Coffee
Coffee
Coffee
Fast Food
Fast Food
Fast Food
Fast Food
Pizza
Pizza
Sandwich Shop
Sandwich Shop
Sandwich Shop
Conveniece
Convenience
Fish
Grocery
Grocery
Grocery
Chiropractor 1
Optometerist
Cntrl Sqr Ins
Tax Man
Salvation Army
Fire Station
Mary Chung
Oh Calcutta
Tandoor House
Shalimar
Ghandi
Picante
Middle East
Asmara
Diner
Fishery
CVS
Pearl Art
Prospect Bookstore
City Express
Bill's Italian
Teddy Shoes
Coquette
Manhattan
Fayva
J. Silver
Irwin Shoes
Emily Rose
Surmans
Mass Computer
Radio Shack
University Florist
Bioran Florist
Mass Ave Florist
Putnam Furniture
Basic Carpet
Usable Furniture
Sleep-A-Rama
Mass 751
Medical
Medical
Office Service
Office Service
Public Use
Public Use
Restaurant
Restaurant
Restaurant
Restaurant
Restaurant
Restaurant
Restaurant
Restaurant
Restaurant
Restaurant
Primary Retail
Primary Retail
Primary Retail
Primary Retail
Primary Retail
Primary Retail
Primary Retail
Primary Retail
Primary Retail
Primary Retail
Primary Retail
Primary Retail
Primary Retail
Primary Retail
Primary Retail
Primary Retail
Primary Retail
Primary Retail
Primary Retail
Primary Retail
Primary Retail
Primary Retail
Primary Retail
Chiropractor
Optometrist
Insurance
Tax Preparation
Charity
Fire Station
Chinese
Indian
Indian
Indian
Indian
Mexican
Middle Eastern
Other
Sandwich Shop
Seafood
Apothcary
Art Store
Bookstore
Clothing
Clothing
Clothing
Clothing
Clothing
Clothing
Clothing
Clothing
Clothing
Clothing
Computer
Electronics
Florist
Florist
Florist
Furniture
Furniture
Furniture
Furniture
Games
Figure 45
Usage Map
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To get a pictorial representation of the uses in the area, I created a pictorial
map as well.
Street User Input
Following up on some of Kevin Lynch's suggestions, I conducted four
brief interviews with people I met in Central Square. I had no intention
of producing an accurate survey, but just wanted to get a sense of what
some people might have to say about this place. The questions I asked
are reproduced in Appendix B.
Interview I
The first interview was with a white man, approximately 25 years old,
from Quincy. He claimed to come to Central Square two or three times
a week, most often a weekend or Monday night, between 8 and 11pm or
later. He arrived there on the T. To him the most important resource of
the area was entertainment. For this, generally, he frequented the Middle
East, especially for music and poetry readings, but he also went to TT the
Bears, or the Cantab.
For him, Central Square was "dilapidated, and poor," and needed
"refurbishment" in order to attract people.
The things that stood out most distinctly in his mind about Central Square
included entertainment, dull buildings, and Pearl Arts and Crafts.
The John Hancock Tower, and the MIT dome were two visual images he
associated with the place.
The area around Woolworth's represented his conceptual center of the
square, and the central characteristic was the intermingling of people of
many nationalities.
He regarded Central Square as a place with, " cool things to do, but maybe
not so safe at night." The places he felt less safe than others were typically
dark, but he indicated that he did not feel particularly safe even on the
main street.
For him Central Square was most active on the weekend, and particularly
at night. It was least active in his mind very late at night.
In addition to entertainment venues, he also shopped at the Harvest co-op
(where he enjoyed the large bulletin board), Pearl Arts and Crafts, and
Bay Bank.
When asked about what he would like to have in the area, he suggested a
Tower Records. To make room for it he suggested removing one of the
many thrift stores in the area.
Interview II
The second interview was with a black man, late 40's or early 50's, from
the immediate area. He had lived in the area for 27 years. He also worked
close by, and reported to be in Central Square five times a day, every day.
When asked what he tended to do he said he liked to have a beer with a
friend and "people watch". He told me that he walked in order to get
there. He also told me that he especially liked to watch women in Central
Square, and that he would often tell his wife that he was going there for
this reason.
Although his main complaint about Central Square was that it had "too
many misfits, drunks and bums," his general characterization of the place
was that there was a "mixed race of people, with a nice frame of mind."
"People are generally cool," he added later in the conversation, "but every
now and then you meet a strange person- but it's still a good place. I like
this place. People are generally cool in an educated area." He also said,
" Central Square is a nice place to be, but it's easy to go astray", referring
to the late-night opportunities to buy and sell drugs.
Similar to the first man I spoke with, this man felt that the area around
Woolworth's was the main "place" of Central Square.
He valued the entertainment offerings of Central Square as well. He
enjoyed modem Jazz, street musicians, and being outdoors in general.
He believed that the place where we were standing (my site) would be
best for new places for entertainment.
He said that he shopped mainly for clothes at Sunnans. He also said he
"spent a lot of money," at Purity Supreme and a local package store. He
believed that there was nothing in particular missing from the retail
offerings of the area, "everything is already here: major shops, restaurants...
not too many places with dressy clothes."
He felt quite safe in Central Square. He suggested that Columbia Street,
however, "with all those cracked out fools," was not a safe place.
Interviews III and IV
The last two interviews were conducted simultaneously with two women,
one a high school student, the other thirty years old. The younger one
lived very close to Central Square, the older one lived in Boston. I found
them sitting on the disk close to Pearl Arts and Crafts, where they were
eating lunch. During much of the interview, the older woman agreed
with the responses of the younger woman.
Each of them said that the most important features of the area were its
diversity, the Harvest Co-Op, and the T stop, and these things were
similarly the ones that stood out most prominently in their minds when
they thought of Central Square. The younger woman said that she typically
also bought art supplies from Pearl, records from Cheapo records, and
sundries from CVS. She said that she came about once a week to do
these things, but that she walked through the place every day on her way
to school.
The younger woman expressed satisfaction with her sense that one "could
be anything" here. She commented on the "spirit" of the place, and of the
different kinds of people there. She defined diversity as having a mixture
of people with different income levels and ethnic backgrounds.
She came most often to Central Square in order to shop or to take mass
transit.
Woolworth's was the most recognizable place for both women.
Both also like to go to restaurants in the area. Millie's food, Picante's, the
Indian Pavilion, the 1369 Coffee shop, and the Liberty Coffee shops were
names of places that came to mind.
The younger one expressed a wish for a night club for people under 21.
She suggested removing Purity Supreme and replacing it with such a
club. They each contributed to ideas about what such a club might be
like. They cited-a place in New York City called "the Loft," describing it
as a place with five different rooms and different kinds of music in each,
and suggested that it should not have drinking. They said that a coffee
shop with "more laid back" music "would be great."
The younger woman thought that Mass. Ave. was too busy for street
musicians.
Both wished for more choices in stores, and the younger qualified this by
saying, "not commerical- like the Gap- but more resale shops, something
like the Garment District."
The younger woman also expressed a feeling of safety, indicating that
she frequently walks home from Central Square at 2:00 in the morning.
She said that it is less safe at Harvard near the T stop. [The same place I
referrred to earlier- she indicated that the kinds of kids who hang out
there late at night tend to harrass people.]
The younger woman said that Central Square has become an after hours
place, and noted the Middle East as the main attraction. She associated
rush hour with higher levels of activity, and said that this could last until
six or even 9 pm.
The older woman said that early Sunday morning was the quietest that
she had ever seen it.
User Maps
The following series of maps were made by respondents to a brief
interview.
Figure 46
Pedestrian's "Mental Map" indicates principal attractions: The
Middle East; and Pearl Arts and Crafts. Note that Prospect Street
is not present in the drawing.
Figure 47
Figure 48
Principal points of recognition in this map include the smoke shop, the
Shell Station, Woolworths, the so called "crack-head" area (this is the
term the interviewee used), and the respondents nearby home on
Harvard Street.
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The two women found transportation, local convenience stores and
coffee houses to me the most recognizable features of the area.
Chapter Six
Methodologies: Program
Sketches and Comments on Local Clubs
Figure 49
At the Middle East, the most notable feature is the procession into the
large underground room. One must pass through a dining area and by
a bussing station in order to arrive at this point. Oddly enough, this is
an effective entry way, and gives the place a secretive and informal
character
Figure 50
At the Middle East, which features two bars, a stage a
dance area and an area in the back, near the entrance,
where one can sit with one'sfeat up, a wide range of
behaviors occur
Johnny D's is laid out like a classroom-wide as opposed to long.
Performers I spoke with did not like this arrangement as they were not
able to see the entire audience. From a viewers perspective, shorter
viewing distances make for more intimacy, but also dispel some of the
distinction between performer and audience; this is not a romantic
club.
Figure 52
Scullers Jazz club is afavorite among players and listeners. It has
recieved a recent overhall which has given more room for listening
and generated suffiecient distance between the performance areaand
service areas such as the kitchen and bar
Figure 51
Figure 53
Peter Mulvey at the Kendall Cafe. The Kendall is seperated into two
rooms, a bar and a pet fbrmance area. Currently it is enjoying great
popularity, but this owes little to the space which is stuffy and
cramped, with poor circulation.
Figure 54
The Tan in Brookline features two major displaced floors. From the
balcony of the higher a solid railing divides performers from
audience. This division, gives a spatial distinction between areas of
viewing and suggests different places for different levels of interest.
Their is very poor circulation in this restaurant/club, and this makes
any enjoyment quite difficult.
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Critique On Performance Space
The Problems of Performance Space
There are two types of performance space that require a level of general
comment to define the scope of the issues I will presently address:
perfonnance areas that were intended as such, and those that were not,
but are used for this purpose. In reality, the determination of which
category a particular space falls under is often a matter of guesswork,
nonetheless, a conceptual distinction is useful at this point.
Intentionally Designed Performance Areas
Of the designs that have been created specifically to house the activities
of various kinds of performance, there is no useful generalization: there
are both designs that have responded well to the task, and those that have
not. It is useful, however, to understand what features recur in the "good"
ones- those that have contributed to the positive experience of the audience,
the perforner, and the owner or maintainer of the facility- and to make
use of these features where possible in new designs. It is also beneficial
to understand the failings of the "bad" ones, those that fail in these same
dimensions, and attempt to avoid these pitfalls in the proposed design.
Some attention, though admittedly less than the matter deserves, will be
given to each of these considerations in this thesis.
Non-Intentionally Designed Performance Areas
Places that are used for performance, but were not intended to be, are
another matter entirely. These places fall into two sub-categories. (1)
Places that have been selected by actors and musicians for performance-
this category generally refers to public places where street performers
tend to perform. (2) Places with proprietors who have decided to house
performance, as an afterthought in their facility; in these instances,
performance activities have been imposed upon a venue. For these latter
instances, I am interested in foresight, priority of use, and adaptability
as they relate to the space. A bar or nightclub may reasonably anticipate
the possibility of musical acts of varying sizes, stand-up comedians, and
the like, but, because of other interests coming first, or the physical dictates
of the space, it relegates these activities to less than optimal locations.
Musicians may find themselves in a comer in the back of a room featuring
poor lighting, odd geometry, and a steel column occupying what would
otherwise be the front row of the audience. They may be distracted by
the clanging of dishes occurring immediately behind them, the parade of
waitresses delivering drinks to tables, or the general din emerging from
the bar, pool table, or television set. The degree to which these misfortunes
may be mitigated is a function of the interplay of foresight, priorities, and
spatial adabtabilty. Some establishments have been more successful than
others in arranging their spaces to accommodate the needs of actors and
musicians, and I will discuss a few of these and attempt to explain the
reasons for their relative success in the terms introduced above. Through
this exercise, I hope to arrive at a clearer understanding of the imprecise
but nonetheless evocative term often used to describe these kinds of
venues, "atmosphere".
These issues provoke a number of questions: What qualities contribute
to "good" performance spaces; what qualities are most and least
appreciated by perforners- and are there important distinctions among
these qualities as we begin to differentiate performers by their art and
style? Can we distinguish the psychological characteristics from the
physical attributes of performance space in some meaningful way? Who
are the users and "choosers" 1 that should be considered in a design of a
new facility? What are their main concerns? And perhaps most
importantly, is it possible to integrate the most significant needs of these
users and choosers into a single facility? What means are useful to
accomplish this? Focusing these questions to a single point of inquiry I
suggest the following hypothesis:
Co-Design
Wil de Sola
The following is a set of questions posed to a jazz fanatic (my father) and
his responses to them (his answers in italics):
When you have a few minutes, please give some thought to the following
questions:
1) What is your favorite club to go to, independent of the performers
who are there?
Sorry but it's the lowly Village Vanguard. It's the most intimate, has the
best sound, and for the most part, it also affords the best view. I
suppose the cellar aspect is helpful, although I don't know if the same
design on street level, without windows of course, would feel the same.
Following close behind is Bradley's. The main problem is that there
are only about three places there where I like to si: at the table next to
the piano. or right at the end of the bar closest to the piano. But this
place is not truly a jazz club and truly cannot be taken for a model.
2) What about it do you like? Please think about qualities of light/
darkness, materials, acoustics, colors, position of the stage, circulation of
people, type of seating, geographic location-high in the air, in the
basement, etc.-accents, (art, sculpture, paintings, the way the glasses
are hung), and anything else you can think of that makes the place
exemplary. If, in the course of thinking about these things, you think of
other places that have great features-a great stage, a good layout,
whatever-please indicate these as well.
the pictures on the wall are a very good touch, even essential. The
stage placement is very good right at the end and low, less than afoot
off of thefloor so that no one is straining to look up, as in the case in
the Blue Note, especially ifyou're up close to the stand.
The seating is pretty good: small tables and chairs, some benches
against the wall. The bar is in the back, where a bar should be in a
jazz club, far from the stand so that bar noises-clinking bottles and
glasses, blenders-don't interfere much. Iffull meals were served here,
it would be bad news because there's not enough room for servers to
maneuver, the tables are far too small, and more importantly, I don't
think meals should be served in a jazz club, only drinks and maybe light
snacks. One can also see pretty well from the back and hear very well.
I think that 's essential if you can't or don't want to be seated at a table,
which I often don't want when alone.
Another aspect of the Vanguard of course is thejazz history that has
taken place there, but that's another matter entirely. I like it for that,
but I wouldn't go there because of it if the music weren'tfirst class.
The sound system is in the place is okay but could probably be better, a
relatively simple matter to take care of these days.
It is by no means an exemplary club. The rest rooms are terrible and
there are no artist's rooms at all. Only the back office/store room.
I don't know how many people it holds but I like the Vanguard's size.
I don't have too much to say bout the clientele at the Vanguard. For the
most part the people there appreciate good jazz and come to listen and
shut up. Quiet is essential. That's also good about Bradley's. The
Vanguard gets a good mix of locals, tourists, mainly Japanese, and
musicians, which I always find stimulating.
Back to the Vanguard. I like the lighting. This place looks bad enough
under low light, but you should see it when they turn the lights up, even
the cockroaches would leave screaming. The colors arejust so so. But
3) In the same way, evaluate a club you really can't stand. Again,
the contemptuous features should be driven by physical aspects, not the
particular clientele, price policy, or lack of stage talent. Although the bad
taste in your mouth may be hard to dissect, please try.
I don't much like the Blue Note and Fat Tuesday's. I can't say I despise
them, but I don't go much. The layout ofboth is essentially the same, i.e.,
the stand is on the long wall, which I think stinks. Tuesday's ceiling is
much too low and the stand is the floor. In the Blue Note the stand is too
high-unless you're seated at the end ofthat little gallery diagonally across
from the table-and squeezing around other chairs and people is a pain.
The bar at the Blue Note is too far from the stand and right by the front
door. You can barely see who's on the stand. The sound system is good.
Big deal.
Sweet Basil is a disaster Jazz club and shouldn't be one. This is probably
my most hated club. It's right off the street. There's too much glass,
bathroom access is THE WORST anywhere. The kitchen is right behind
the stand, the wood paneling is not attractive, and the acoustics are
mediocre. It lacks any kind of intimacy, which Tuesday's and Blue Note
have a bit of at least.
I also don't much care for the Regatta Bar. Too big. Too many posts, no
stand, no good photos. Pretty cold overall.
4) Now think of a club you love despite its obvious physical short
comings. How is it able to transcend these conditions?
Love despite: Back to the Vanguard. But I don't love it that much.
However, mention Jazz club and the Vanguard is always the first one that
comes to mind. It is for me, as it is for Steve Kuhn, with whom I also
spoke, in the vein of the quintessential venue when both think of one.
There used to be another very nice club that was quite comfortable.
Remember Lush Life? I think we went to hear Steve Swallow once. That
had a good layout with a good stand and was intimate and roomy, not too
large with the stand (a little too high, I thought) on part of the short wall.
The bar was towards the back and there was a sort of mezzanine way in
the back with afew tables and/or chairs and the rest rooms were off of it.
But it had un-curtained windows looking out on busy Bleeker and
Thompson Streets. I was sorry to see that one go.
5) All in all, what do you think are the most important features in
a jazz club. From these, try to construct an image of the perfect club.
Think about where it would be, and what it would be like. How big
would it be, how would it be configured, and most importantly, how would
it control for the things you complained of in the previous questions.
The most importantfeatures for me of a jazz club arefairly small size, the
overall atmosphere, i.e., low light, fairly low ceiling, the placement ofthe
stand, clear viewingfrom most anywhere in the room and the acoustic. It
must be intimate, like the Vanguard. As for where it would be, I think
probably in an area like the Village, someplace where there's good street
traffic, on a side street, in the basement.
I would like some kind of cloth or carpeting on the walls, burlap-like in
muted colors and plenty of good, fairly large photographs of musicians
and groups. This floor should be covered with a tight weave
commercial carpet. There should be no doubt that it's a Jazz club.
Recordedjazz should be heard at low level the minute you step into the
room. The acoustic ceiling shouldn't be too low, probably 10-11 feet.
Good ventilation and a/c. Maybe a specific smoking. area, although
this doesn't concern me too much. The stand should be carpeted,
slightly raised, and at the end, maybe in a conically shaped room.
Everyone should be able to see. No interfering posts to block views.
Seating could be a combination of small round tables and chairs, either
all on the same level, or the room could be tiered, like a good concert
hall with seating coming a bit around the sides of the stand. The bar at
the back, preferably raised so that the stand could easily be seen.
Besides tables, there should also be a listening gallery with only
chairs. This could be combined with the bar, or off the bar. I would put
the bar at the other end of the room, running across it, or partly across
it and facing the stand, The Vanguard's bar is in the right location, but
runs the wrong way so that those seated behind the first person are
blocked from seeing the stand. Taking Lush Life's basic layout with
that mezzanine, one could build the bar right against or slightly under
the mezzanine and have the seating gallery only with maybe a table or
two on the mezzanine.
No blender allowed, except maybe during breaks. Good rest rooms at
the back of the club behind the bar. There should be a dressing room or
two right off of the club behind the bar. There should be a dressing
room or two right off the stand so that musicians could duck into them
immediately after a set without having to wade through the audience if
they didn't want to socialize. There should also be at least two
separate bathrooms with showers with the dressing rooms. I would
also add security lockers in these rooms large enough to hold bass and
drums.
The stage lighting should be good and if musicians need stands, lights
should be provided for easy music reading and excellent sound system,
of course, with monitors. Speakers should be well placed throughout
the room so that good balanced sound would be heard anywhere.
6) Please define the term atmosphere.
The function of the place should immediately be evident when you walk
in, assuming you know whatjazz is about in the first place. There
should be afeeling of excitement and anticipation about what's going
happen and that you're in a comfortable place in which good music is
going to be heard, a feeling that the audience is an essential part of the
performance. Steve Kuhn, a jazz pianist, mentioned the feeling of a
comfortable cozy living room ifpossible with a feeling ofjazz history
should permeate the club. Posts help with this, that's difficult with a
new place, this can be helped along by not making it look new and
shiny and perfect. It has to have roughness around the edges. Lighting
has a lot to do with atmosphere. I wouldn't want a window, unless it
were curtained. That 's probably why I like cellar jazz clubs.
Peter Mulvey
1) What is your favorite club to play in, independent of reputation
and built in audience?
The Cafe Carpe in Fort Atkinson is a big favorite. Also, any large
concert hall, with seats facing a stage and lights, even a proscenium.
2) What do you like about it? Please think about qualities of light/
darkness, materials, acoustics, colors, position of the stage, circulation of
people, type of seating, geographic location-high in the air, in the basement,
etc.-accents, (art, sculpture, paintings, the way the glasses are hung), and
anything else you can think of that makes the place exemplary. If, in the
course of thinking about these things, you think of other places that have
great features-a great stage, a good layout, whatever-please indicate
these as well.
The Carpe is a double room, and I'll just concentrate on what makes
the performance room good ... well, actually, it's the absence of any of
the things that go on in the other rooms that's great. There is only one
door to the performance space. The only way out is that door, and
everyone in the audience has passed through it to enter It's like a
contract: there's no reason to enter but to listen, to bring your energy to
the performance.
The walls are covered with art. They are dark wood, as I remember A
very, very high ceiling, very dim lights except on the stage. The stage is
tiny. One performer is cozy, and two are cramped. The sound system is
up in the rafters, and the lights are out ofperipheral vision as well.
Actually, and I could be remembering wrong, but the room is taller than
it is wide. Or at least, it's a cube. It can hold sixty people, and they are
crammed together, but there are somehow tables and I have never
minded being there. No waiters enter the room: you bring in your food.
Very wisconsin.
No smoking. The art on the walls doesn't command attention, but it's
there to look at. It is only lit incidentally. The whole focus of the room
is the stage, but there is a sense of clutter in the corners. I seem to
remember bookshelves and knicknacks: maybe that's wrong. I just
remember a homey clutter
It's magic.
Now, big concert halls (like the somerville theatre, the orpheum, etc)
are my favorite general venue. There's something to that: you really
have to live up to the space, and you have to feel like you belong there.
And I do (feel like it, that is...). I haven't done a lot of long shows in
venues like that. I bet the problem is a lack of intimacy.. Well, maybe
not. I've done plays, and I think it'sjust like anything else, only
formalized to the nth degree. I like that formality. Then we can start
breaking out of it, which is delightful. But we don't begin from a
situation so informal as to have to expend energy getting anyone's
attention. They have it. They are allfocused on the happening
onstage. I love that. It's like standing on the shoulders of a giant:
much is done for me, and so I can take a lot of work as read and move
on to new things.
3) In the same way, evaluate a club you really can't stand. Again,
the contemptuous features should be driven by physical aspects, not the
particular clientele, price policy, or lack of stage talent. Although the bad
taste in your mouth may be hard to dissect, please try.
Passimn, in Cambridge, blows. The sound system is terrible, the access
to the stage is awkward, the stage is an incredibly, uselessly, long
shallow rectangle. You have nowhere to move but side to side, and
you're a bit too high over the audience, and there are waitresses trying
to serve people who are crammed too close and the audience has no
sense of anonymity. I take comfort in anonymity in an audience. I like
to be able to make strange faces, laugh a little loud, or otherwise react
and not feel like I'm distracting attention. No such luck at Passim.
Again, the windows at street level (passimn is a basement roomn) make
me feel like a performance experment.
The Colonial Inn in Concord is also awful. It's the same size as the
carpe, with everything done opposite and wrong! There are poles to
block lines of sight, annoying nautical bric-a-brac everywhere. The
bar is practically in between the performer and half the damn
audience. Awful. Awful. Fear it, loathe it, do not go near it.
4) Now think of a club you love despite its obvious physical short
comings. How is it able to transcend these conditions?
Hooligan's, in Milwaukee. The stage is set over the grills, five and a
halffeet tall. Any woman in the front row is bound to feel as though the
male performers are looking down her blouse, because to look at her at
all, they must! A giant pillar blocks the whole room halfivay back, and
the stage, crammed on the left hand of the short side of an acute
triangle ... You can't see a third of your audience. And this is a venue,
supposedly, for bands. A tall man is flush with the ceiling. And yet, I
have seen Paul Cebar go jitterbugging down the bar, which is actually
connected to the stage... When it is crammed with people, even some
sitting on the backs of the benches... That's it! Everyone is looking up
in the air They are anonymous to each other.. Their attention is
focused upward, and so they can express and react without being
confronted with each other
5) All in all, what do you think are the most important features in a
club? From these, try to construct an image of the perfect club. Think
about where it would be, and what it would be like. How big, how would
it be configured, and most importantly, how would it control for the things
you complained of in the previous questions.
I think I've figured this much out: audiences are reacting with feelings,
and emotions, and etc. They like to feel each other's reaction, they like
to become unified. Ask any decent performer: the audience ideally
becomes a unified entity, and to do this, they need anonymity. But not
too much. So they can hear each other breathe, and see shapes enough
to know that there are others there, but they don't know who made what
sound necessarily.
So, any disruptions should be avoided. Waiters go to a single person or
to three people, and suddendly, those people are cut offfrom the group
identity. They are the ones with the waiter hovering above them. So, a
dark room, food elsewhere, drinks elsewhere, much like the carpe but
with two changes: a separate backstage and entrance, so the performer
can come from somewhere other than through the audience, and then
make it larger A hundred twenty people max. The old vienna is a good
example, for size. Maybe a little more.
Dark on the audience, very bright on the stage. Smoking in one area
only if at all. Sound system and lights hopefully invisible. Lights up on
audience for chat preshow, soft music, snacks and drinks then, lights
down, and begin. In fact, that's my favorite. No mc, no "and here's
Peter Mulvey, who is such and such" just lights down, it's beginning,
this must be the guy, oh, he 's playing.
6) Please define the term atmosphere.
Atmosphere is the intangible sumn of the tangibles of a venue.
7) How does the character of the building of your favorite club help of
hinder your experience. Is there any particular History to the place, does
it have a sense of memory, or a sense of persona that works with or against
that of a folk venue?
The carpe is an old building on a river There is a screen door, rusty
and green and so wisconsin I nearly cry thinking of it. The brick is
brown, it's hopelessly midwestern. I want to live in that town. Oh, god!
But it's a very hip room, very hip building. Semi-detached.
End Notes
1 "Choosers" is a term introduced by ATT to discriminate between
individuals who would actually use a product vs. those who would make
a decision about it.
Theater Precedents
The following set of images represent theaters that are either multi-use in
nature, or share spatial relationships with the constraints of my site.
Additionally, as The Somerville Theater in Davis Square was a favored
favorite venue for several of the musicians I spoke with, these theaters
bear some common relationships. The Somerville Theater relatively
compact. It has a single balcony, a flat ceiling, and a steeply curved shell
around the proscenium.
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As a major part of my design work dealt with excavating site, ancient theaters -carved out of
heavy materials served as a strong mental reference.
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A challenge came with the necessity to reconcile a functional theater
with the rich dug-out forms making use of rock and earth..
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Another question concerned ways of marking the entrance to the
theater in such a way that it would support an idea of community. The
deep recesses of this theater imply a private place.
The theater in its former life was more welcoming, if arguably less
attractive.

Community Spaces in Three Dimensions
A Series of images show the ability of space and features to enhance
public spaces.
Figure 81
This park invites gathering and usage thourgh the use of water and
formal vocabulary.
Figure 82
There is something quite comforting about going down and finding
rushing water In addition to the sounds of water echoing off hard
surfaces, there is the protection from the outside world in a place such
as this.
A beautiful mixture ofform and landscaping.
Figure 84
A stair to a Japanese temple gently
winding up into the landscape and
into the light above gives meaning to
entry and procession.
Figure 85
Figure 86
This stair masterfully conceals a handicap ramp that switches back
and forth along it.
Same as seen from above.
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Design
Co-Design
The following set of images were the product of
discussions with Peter Mulvey. The discussions were
aimed at generating the formal qualities of good street
Jl 4'~'performance space.
Figure 88
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Conversations with Peter Mulvey
produced sketches such as these two.
Among the products of these coversations
and sketches were ideas ofdifferent kinds
of street performance spaces:those in the
middle of evetything, and those out of the
way and less accessible. Peter felt an
important balance in getting sufficient
exposure to traffic-so that people would
listen-and sufficient protection so that
the quality of the music was preserved..
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Design Sketches
This sketch shows an out ofthe way space for public performance.
People enter into a music lair for the express purpose of listening.
Although this is a vety nice idea, Peter and I both agreed it would
probably not work-among many reason is the fact that it requires a
great deal of space that does not generate revenue.
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Figure 91
Preliminary plan and sectional sketch ofpublic
petformance space at base offacility and along access
route to transportation.
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Figure 95
Preliminary sketch offolk venue. Rooms are seperated by floor One
for coffee and drinks, the upper strictly for performance.
Sketch attempting to give the right amount of
exposure, yet offer sufficient protection.
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Figure 69
Early in the design the night club
was put underneath the corner of
Mass. Ave. and Prospect street. In
this scheme, glass block was used as
a partial ceiling material, allowing
flashing colored lights to escape
from below into the street and draw
interest.
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Figure 97
Figure 98
An early sketch showing massing and ideas of construction. The
building is sited such that the edge is intentionally eroded, a move
aimed at generating an eddying traffic flow interupting the linear
movement along Mass. Ave. Because the buildingfces north, the
height has been kept low near the street to preserve as much light as
possible.
A space frame with a set of transfer points carrying load to ground
allowed afree expression of the ground form and its interaction with
the structure above it. This early sketch begins to consider ways of
building this relationship.
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Figure 99
Conceptual sectional perspective of theater space
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Sketch Models
Figure 100
First model. It expresses an early conception of massing and program.
This view shows the suspended retail shops in front, and office
complex in back. Figure 101
Figure 102
Figure 102
The question as to whether the theater would be a ground form or a sky
form sparked ongoing internal debate. This model shows an attempt to
wed the two with a suspended balcony and concrete floor
This detail shows a ramp serving to provide handicapped access as
well as mark the entrance of the facility as public. Note the suspended
glass stores and the glass block light wells reaching down to the night
club below.
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Studies in Clay
Fieure 104
Figure 105
A pivotal point in my design process came when I began to work a
series of clay models. This first one shows a fairly literal attempt to
integrate the program in the site.
A subsequent effort was much more interpretive.
Figure 106
Figure 107
As the models progressed, an idea of two directions came into play.
The diagonal picks up the movement of an intersecting street, and
serves to direct people into the subway.
Elements are clarified, and begin to take hold. At this point the office is
shown on the far left corner; the jazz club on the far right, and areas for
public performance are shown on the lower right corner and in the
middle of the model at the base of the steps leading down from the
corner
Figure 108
Figure 109
The most developed ofthis series of models shows a suspended
walkway occuring at ground level, the theater now moved to a new
home in the upper left corner, oriented downward, the office lobby
above thejazz club in the back of the facility, and retail shops along
the public streets. Street performance is encouraged at the lower right
corner and at the base of the public steps.
The same model shown with the space frame that sits above it. The
higher of the two most prominent sections will serve as a transfer truss
for office floors above.
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Figure 110
Figure 111
The final model, showing the building in its context and with a
schematic office tower
View from the north
Figure 112
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Presentation Model
Figure 113
View from the northeast coer iewfrom Western Avenue
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Figure 115
View from the north side of Mass. Ave. just south ofprospect street.
View from the south up Mass Ave. towards Harvard Square.
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Figure 116
Figure 117
View from Western Ave.
View down Green Street.
Figure 118
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Figure 120
Theater From front.
Theater from Back
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Plans and Sections
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Figure 123
Plan
Figure 124
Section through
public space and
theater
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Figure 125
Section through office, theater;
and public space.
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Final Thoughts
Although several of the ideas I brought to this thesis did not receive proper
attention (financial issues, issues of organization working in concert with
design, and group work, consensus building and inventive design) there
are nonetheless several lessons growing out of this process.
The first concerns priorities and the efficient allocation of scarce
resources-in this case time and effort. A former professor of mine, Jim
Becker once told a construction class, "you can get your project in on
time and on budget, or you can get it on time and with good quality, or
you can get it with good quality and on budget, but you'll never get it on
time, on budget, and well built." The cynicism of this comment aside,
this understanding of the course of projects implies that those involved
in designing and building projects must weigh priorities and launch a
process that will support the most important goals. Drawing upon facility
users is a choice with costs and benefits. One may lose time developing
an artistic idea for the sake of the benefits implied with a co-design process.
Sometimes these costs will not warrant the approach I have advocated in
this work.
Often, however, the functionality, consensus, and spatial/organizational
inventions possible with a co-design methodology will outweigh the merits
of a perfectly proportioned and sensitively placed object. I learned in
this thesis that the time that I spent learning about users opinions did in
fact subtract from my efforts to reconcile formal issues. One must exercise
a discerning intelligence on a case by case basis, such that the choice of
methods one employs supports the priorities and objectives of a given
project; to advocate either the traditional methodology or that of co-design
on an absolute level would be short sighted.
Within the realm of co-design, the greatest challenge is in synthesizing
organizational, emotional, and programmatic information into a design
(as opposed to attempts to stuff a program into the envelope of a formal
vision). Developing the synthetic intuition required to make strong formal
moves reinforcing the basic theme of a building, regardless of approach,
is the objective of a lifelong architectural education. Collaborative
approaches do more than assign the risk and uncertainty associated with
the discovery process to those who must engage or use the space, they
establish a fertile combination of first hand knowledge and formal
expertise. In this combination exists a tremendous potential for mutual
contribution and invention. Even in the limited amount of time that I had
to experiment with these conditions, I found this to be abundantly clear.
The act of matching a building to its function is analogous to writing
music to support a lyric. In good architecture the daily activities of our
lives, our work, our leisure, and our interactions with one another, are
supported, emphasized, clarified, mourned or celebrated by the walls
and volumes that contain them. Our interpretation of these walls and
volumes are representative and symbolic as well as functional expressions
of our values and of our conceptualization of existence; it is important
that our buildings have poetry as well as usefulness: commodity and
delight. Just as songs can get by with a poor lyric but strong music, or
vice a versa, so can buildings get by with a well made program and poor
architectural expression, or vice a versa. When words and music
interweave in a symbiotic concert of expression and meaning, however,
we remember them forever. As architects, this is what we must strive for.
Appendices
Cluster Design In Nursing Units
Abstract
Zach Rosenfield is an architect who has been working in health care and
hospital design for 43 years. He is a principal at NBBJ, a firm specializing
in health care design, the largest health care design firm in the United
States. He and his colleagues at NBBJ have developed the "cluster
system," a departure from conventional nursing unit design where
individual nurses and supporting facilities are decentralized into small
clusters of beds.
Rosenfields' approach to design is an augmentation of traditional methods.
He involves a variety of interview techniques, independent researchs to
analyze and evaluate previous designs, and re-visitation and critique of
his own work to facilitate design solutions. He facilitates users'
communication with one another to develop negotiated and often
innovative work saving systems.
Rosenfield believes that interpersonal relationships are essential to optimal
health care. He is determined to bring caretakers closer to patients for a
several reasons. Zach believes these arrangements encourage patients to
feel more connected to their environment, more in control of what happens
to them, and more secure. This conviction is the key driving force in the
development ofNBBJ's brand of health care, and translates to an emphasis
on visual connections in its designs.
NBBJ's hospital in Hackensack, New Jersey serves as a test of Rosenfield's
methods and beliefs. It also illustrates the skills and tools he employs to
forward the design. There is evidence suggesting that the Hackensack
hospital is an improvement over conventional designs. Nurses report
lower absenteeism and better attitudes toward work. They credit design
solutions in reduced work and easier patient care. In a study conducted
by Richard Olsen, Ph.D., patients were perceived as more relaxed. They
ordered fewer sleeping pills, and shorter periods of stay were reported.
The following case explores Zach's assumption that health care is best
delivered within a context of human connection, and illustrates the methods
he employs to provide this quality.
Evolution of the "Cluster System"
As Rosenfield describes it, his firm was "always busy trying to invent
new nursing unit forns which would bring the nurse and her supplies and
tools closer to the patient. He believes optimal health care is linked to the
possibility for a nurse to work so close to a patient that she sees "the
whites of a patient's eyes." This was the main idea driving the cluster
development-a "visual link" between the caretaker and the patient. This
connection was intended not only to improve the quality of care in terms
of efficiency and a caretaker's ability to react quickly to patients' needs,
but to provide a more humane environment than conventional corridor
style systems. With an intimate set of spaces instead of the anonymous
and seclusionary atmosphere of the traditional corridor system, patients
could feel more connected to their surroundings. (5/92 SPORG transcript.)
Initial Efforts and
Time and Motion Studies
The firm experimented with a variety of complex branched corridor
patterns which positioned the nurse in the center of the nursing unit,
attempting to optimize the space with respect to legal beds per nurse ratios.
These systems were explored for ten to fifteen years. Toward the tail end
of these investigations, a Yale professor, John Thomson, devised a system
of time and motion studies which made it possible to test a nursing unit
design without having to build it. The system identified generic tasks
and gave them orders of importance. Floor plans were evaluated based
on the predicted amount of time each task would take multiplied by a
coefficient corresponding to its rated order of importance. The sum of
the task scores was the Yale Index for that layout. Although there was
initial hope that these studies would assist the creation of better units,
unfortunately, according to Rosenfield, the resulting ratings were of no
particular meaning to anyone; apparently the nature of the data was not
helpful in determining an optimal design. Calculating the Yale Index
took extra effort. The index could not be translated directly into nursing
labor savings, so designers and owners could not forecast a specific result
from a unit having a better Yale Index. (5/92 transcript+ 9/16/93 telephone
interview.)
Nurse Service Units
Concurrent with these efforts, an administrator, Gordon Friesen, was
building hospitals with "nurse servers," a service station which put the
supplies and tools a nurse needed for her patients right at the patients'
bedroom. Because this design virtually eliminated the time a nurse spent
getting supplies, it did very well on the Yale Nursing Quality Index.
However, it soon became apparent that the relative success or failure of
this system was almost entirely dependent upon an organizational variable:
if the hospital had an efficient and competent materials management
department, the design worked well. If it didn't, it was a disaster.
Consequently, from an architectural standpoint, there was little in the
design itself to assure any consistent improvements over traditional
hospitals.
Genesis of the Design:
Norm Girard and the Cocktail Napkin
Around this time, Zach Rosenfield was working with Norm Girard the
CEO of the Somerville Hospital and a client of Rosenfield's, who was
interested in innovative solutions to the nursing problem. In previous
collaborations there had been a great deal of experimentation with lighting,
structural systems, and aesthetics, but no organizational changes. A
colleague of Rosenfield's, Herbert Bienstock, went with Girard to visit a
Friesen designed hospital in Canada. They were dissatisfied with the
"nurse servers" solution, which was expensive, blocked the nurses' visual
connection to the patient, forced the toilet to the corridor side, and created
a whole variety of problems by increasing the necessary distance between
the nurse and the patient. Motivated to find a better system, they began
constructing an improved design on the back of a napkin on the flight
home from Canada to Boston. They started with the premise that nursing
units could be decentralized-with beds grouped in clusters away from the
center of the nursing unit. They asked themselves how many patients a
single nurse could take care of, and decided that five sounded reasonable,
because that was the most patients for whom one nurse could reasonably
care. They sketched out plans of fives with supply and utilities functions
in the middle forming a "double corridor racetrack unit" (SPORG transcript
5/92 p. 13). Upon examination they decided that the opaque core
"racetrack" was just in the way and folded the napkin such that it
disappeared. Faced with the problem of where to put these core functions,
they widened certain parts here and there, and assumed that many of the
spaces could be replaced with carts that would service about five patients
each.
Along with the arrangement of the rooms, they considered how they would
be serviced. Because the design took advantage of visual connections, it
was important that a nurse circulated among her patients.
"They arranged that the nurse would not sit down. She wasn't allowed
to sit down. She is there to work. So they didn't give her a chair
After a while they gave her a standup desk, and then they gave her a
fold away stool under the desk, and I think it eventually became an
ordinary desk with a chair (Zach Rosenfield 5/21/92 Transcript, P14)
Jumping back and forth between spatial and organizational changes in
this fashion, Girard and Bienstock arrived at a new solution to the problem
by the time they arrived in Boston. Subsequently, they went to work
tuning and refining the system.
Inventing, Developing ,and Refining the Design
Zach refers to the process of designing the nursing cluster units as "having
three inventions." The first, he says, is grouping-providing the ability
for nurses to be decentralized while still being able to communicate with
one another. The second he refers to as "folding," where formal obstacles
are folded out of existence, as with the napkin. The third is a mechanism
to get rid of work, or to redesign work, as when the materials management
department agrees to deliver supplies in carts to the decentralized nurses.
Each was governed or inhibited at points by a variety of constraints and
issues. Some of these are outlined:
Legal Determinants
Among the initial considerations was how the system would respond to
code requirements. Here, spatial properties were largely determined by
legal issues. For example, code specified that a dead end corridor must
be less than or equal to twenty feet long to meet egress requirements.
Consequently, several of the corridors were made exactly twenty feet long,
"and not an inch more." Similarly, the legal number of patients on nursing
unit helped determine the number of clusters in the units.
Emergency Allowances
Emergency situations, where a nurse would need help from her colleagues,
were given special attention. Because of the decentralized nature of the
pod, a requirement developed that a nurse must be able to "buddy" from
one pod to the next. This meant that certain structures had to be eliminated
in order to facilitate nurses seeing each other.
Displaced Services & Negotiated Changes
When necessary functions were "folded", an effort to find a new place
for them ensued. In some cases it was determined that it was unnecessary
to have a particular thing in the pod, or at least not so many of them. In
others, entire concepts were challenged. Here, negotiations were made
among interested parties. In some cases the fire marshall was summoned
to provide a ruling about what was acceptable and what was not. In
others, nurses and supply managers, and the fire marshall were asked to
collaborate to answer questions like "is a room necessary and if so does it
need a door?" These collaborations supplied the information necessary
to invent new ways of doing things. Issues of supply were carefully worked
over in detailed interviews with nurses and the materials manager. They
were asked how many washcloths were needed, how many bottles of
lotion, etc. It was determined that a delivery of one cart from materials
management three times a week would suffice. Materials management
concluded that this effort would not result in increased cost, and therefore
accepted the proposal. So, supplies, which were usually stored in closets,
were put into alcoves with carts, which did not require fire protection.
Users Define the Program
The system driving the inventions, folding, and work saving mechanisms
fed on the information generated by interviews and internal
communications among different work groups within the hospital. Staff
were questioned about the nature of their work-what they needed, and
how they did things. When conflicts arose, as in the case of supplies,
appropriate personal were brought into discussions. The architect listened
to the issues and problems which arose, and collaborated with the users
to form design solutions. This process took between one and two months.
(SPORG Transcript 5/21. P.18)
The Final Design
The following excerpts describe the main features of the built units.
Patient rooms containing about 24 beds surround a large, rectangular open
core containing 4 nursing work areas, doctor's dictation areas, supply
carts, equipment storage areas (for wheelchairs and stretchers, I.V. poles)
refreshment center, medication and soiled holding. (Performance in
Nursing Units. p 2)
Charts, linen, medical supplies and the like are kept within arm's reach of
nurses at each nursing work sector. The cluster unit also has its own
emergency equipment, food warming area, and conference cubicles...The
half-height dividers surrounding work areas allow nurses to view most
beds from the work stations, reassuring patients and facilitating rapid
response when patients need attention, Nurses can also see each other,
so that help is at hand when needed. 'Outboard' bathrooms placed along
the outer walls eliminate vestibules that block the line of sight between
nursing work areas and patient beds. Patient room doorways are close
together, minimizing the nurse's travel distance...
The layout encourages patients to become mobile and more independent.
For instance, private bathrooms equipped with showers make it easier for
the patients to care for themselves. The refreshment center makes it
possible for patients to reheat uneaten food after mealtime. (Visitors
often bring food from the cafe, reheat it, and dine with the patient.) In
addition, the open design encourages ambulatory patients to interact with
each other.
The cluster arrangement also supports smoother, more cooperative
relationships between physicians and nurses. Nurses can often be located
quickly from the units entrance, speeding the exchange of information.
Nurse assignments and patient names and room numbers are posted at
the entrance. Medical charts are conveniently located at the doorway to
each patients room.
Quiet colors were applied on many surfaces in the cluster units, with
occasional dashes of bolder tones to brighten and serve as a directional
device. Large wall areas and service sectors were painted off-white to
enhance the hospital's spacious appearance, and comforting pastel shades
were applied in alcoves and patient rooms. Carpeting chosen for the
facility is woven from neutral tan and gray yams. Plastic laminated
work surfaces also are gray... Bold tones also are used on the structural
columns and nursing sector dividers to provide additional color and orient
visitors and staff.
Patient rooms were designed to make their occupants comfortable and
reduce anxiety. Warm light reflects into rooms from red window frames.
Shelves for flowers and bulletin boards encourage patients to personalize
their rooms.
Wood is used throughout the hospital at locations where people can see
and touch it. Wooden bedside and overbed tables, bumper rails, and
other wooden items were incorporated into the design.
Patient rooms are flooded with light from 5'x5' windows that run the full
width of some of the rooms. Windows line up with the doorways to
patient rooms, allowing natural light to fill the cluster core as well.
(HOSPITALS Volume 57, December 16, 1983.)
Positive Changes Associated With The New Design
When this new design was implemented, there were a number of results,
some anticipated, and some unexpected. The anticipated results included
an increase in efficiency and the successful implementation of a visual
connection between nurses and patients, which did in fact result in higher
degrees of comfort and perceived quality of care-for both caregivers and
patients. However, the side effects of the new design, that is, those
"completely accidental" consequences, are also noteworthy. Patients
ordered fewer sleeping pills, presumably because they felt less anxious
and were thus better able to sleep. Theft was reduced because a particular
nurse controlled all the supplies in her area, so it became a more difficult
and less attractive proposition to take supplies than it was from a
centralized utility room. The nurse call system was virtually never used
because there were so few occasions when a problem would not be visually
confinned by a nurse who could see all of her patients. Doctors noted
that they could find nurses much more easily than previously, because
each nurse was geographically assigned. Conflicts at the nursing station
concerning possession of the medical records and access to medication
were eliminated. Shorter lengths of stay were reported in some cases-
simple surgery, for example. And, nurse absenteeism went down
dramatically.
Post Occupancy Evaluation
A Post occupancy evaluation (POE) conducted by Richard Olsen, a New
York environmental psychologist, indicates that nurses were
"unequivocally and overwhelmingly positive in their evaluation of
virtually all measures employed."
The positive degree of their evaluations and the significance with which
they differed from nurses' responses to the comparison unit [a traditional
floor unit] were both striking and unusual. Specifically, nurses felt that
the spatial arrangement of the cluster, which placed them in direct access
to patients and co-workers, to utility and medication rooms, and to supplies
and equipment, was the key element in determining the success of the
design. Nurses felt that this increased accessibility, decreased fatigue,
improved job performance, altered their attitudes about coming to work
and increased their willingness to work longer, if necessary. Staff also
felt the cluster concept had a positive impact on their patients, who felt
more secure knowing that their nurse was immediately outside of their
room. The non-institutional appearance of the cluster, created by the
architectural solution and its spatial arrangement and color schemes,
carpeting and artwork also made the unit look less "like a hospital" and
consequently less threatening. Staff on the traditional unit felt the opposite
on all of these indices to a significant degree. On both units, nurses
expressed a strong preference for working on a cluster unit and all cluster
staff felt that the design made it significantly easier to administer patient
care. (Olsen study, p.5.)
Negative Changes Associated With The New Design
Although most of the feedback on the Hackensack Hospital has been
decisively positive, Olsen's study found some problems as well.
-Some nurses felt isolated at times from co-workers.
-Half partitioned walls were seen as too high and cannot be seen over.
-Privacy problems, associated with too much access to patients-such
that conversations were too easily overheard, etc.-were reported.
-Users indicated a need for More equipment storage space.
Identifying the Underlying Process
Although some of the success of Rosenfield's "cluster design" is
attributable to accident or serendipity, process, tools, and timing account
for much of the story. Despite the fact that many of the outcomes that
occurred were not anticipated, there is sufficient reason to suggest that
they were encouraged by the extensive and reflexive efforts the architect
made to accurately determine a functional program. Although none of
these efforts pointed to the specific results that were discovered, their
general nature suggests that a certain range of outcomes was likely.
Stages
In order to understand how this project is different from others, it is
important to examine the stages contributing to the outcome of the
Hospital. If a stage is defined as a period of time or a set of similar
processes or tools leading to a positive or negative outcome, the design
process may be broken down into coherent components. It is important
to note that the term does not necessarily refer to a sequence of events, as
several are circular in nature and occur in varying order throughout the
design process. Several key differences in the way this project developed
may account for its relative success.
First, the designers (architect, administrator and caregiver) had an intuitive
sense that they developed about health care-that the patient and the nurse
should see each other. In other words, they already knew a solution to
the problem before they began working on the specifics. Second, the
architect was much more concerned with determining who the users of
the facility really were and what they needed than most designers generally
are; here considerable time and effort was spent communicating directly
with the users. Third, the architects' reflexive and information oriented
style of designing-their use of external researchers, and intensive study
of their own work-made it possible to draw concretely upon previous
efforts, to understand what worked, what didn't, and to have some sense
of why.
The following stages represent a framework through which the project
may be seen in one particular light; it is not meant to inhibit or occlude
other ways of seeing the events.
Stage 1: Intuition and experimentation.
In this stage the Rosenfield firm was working with an intuitive but
nebulous solution to the problem of nursing units.
They were working with a singular concept, the notion of visual access
and proximity between a patient and a caregiver. The ten to fifteen years
of experimentation with "various branch patterns" define this stage. The
length of time involved here suggests at least three things. First, there
was a considerable amount of energy and faith in this notion, enough to
drive a great deal of experimentation. Second, the notion itself was not
sufficient to produce a viable result. The fifteen years of experimentation,
apparently, did not produce a sharply improved solution. Other events
and inputs occurred which catalyzed a solution. Third, it is likely that
during this period of investigation, there was a certain amount of
incubation, a term used in cognitive science, where a solution is latently
developing as information and invention begin to gel. Although the finn
did not produce any strikingly improved results during the fifteen years,
they probably knew more about the solution than was visible.
Stage 2: External Research
John Thomson's Yale Nursing Index marks another important event
leading to the solution. Although the research reportedly did not directly
lead to a solution, it did provide a finger hold; something to examine and
consider. Its analytical definition of several functional aspects of nursing
helped to define the problem, if nothing else. Perhaps its obtuse results
served the designers by frustrating them to try other methods. Finally, it
brought the presence to the problem. By externally validating the problem
of nursing units, the finn could feel they were serving a contextual
problem. Others, besides their clients, perceived it and were trying to do
something about it. This made the solution perhaps just a little more
valuable.
Stage 3: The Involved Client
Rosenfield's client, Norm Girard, with his concern and engagement in
finding a response to the problem of the nursing unit may have been the
largest contributor to the invention. His interest validated the time spent
thinking about the problem, his resources provided solid promises of
implementation, and his knowledge as a hospital CEO was invaluable
towards understanding the problem. Additionally, he had played a part
in the research leading to the Yale Index.
Stage 4: Invention
This is the story of the cocktail napkin. Girard and Bienstock, having
freshly reacted to the perceived inadequacies of the Friesen solution,
collaboratively synthesized their working knowledge into a coherent
solution, in just a matter of hours. This effort was probably a product of
frustration, collaborative ideas, and hope. All these ingredients had existed
independently previous to the plane ride, but this was the first opportunity
they had to act in concert.
Stage 5: Defining and Involving the User
Interviews with nurses, supply personal, administrators, patients, etc. was
the greatest editing tool to the new design, with the possible exception of
code requirements. Here the architect learned who was using the building,
and how they would use it. This is another version of the involved client,
but here the client, the user in this case, plays less of a validating role, and
more of an infonnational role. If a particular nurse does not care about a
new design, it would probably not hinder efforts to proceed-unless she
convinced all the other nurses to feel the same way. However, a single
nurse could be extremely instrumental in providing a wealth of information
about the way she performs her job, the contingencies she has to face,
and the way she feels when she is working. This type of information fed
directly into the changes and inventions that effected the new design.
The replacement of closets with service carts, the proximity of one nurse
to another, the treatment of medical records, the placement of refreshment
areas, singe, features of patients rooms like light, an area to put plants,
and a bulletin board were all indirect products of this effort.
What Didn't Happen
In other cases, a recurring theme has been associated with the confusion
and dysfunction of a given design: the desire for a certain image. In
cases where an individual or set of stockholders has established a certain
image a building should have as one of its criteria, there have been notable
conflicts which contribute to what we refer to as "the dual building"-
where different agendas act discordantly. In the Hackensack building,
however, this was not a detected flaw. In fact, the building has been
criticized for being less attractive and image oriented than it might have
been, despite being a very functional environment. This is an issue which
merits further exploration.
Tools and Skills
Here is a short list of the tools and skills employed by the Rosenfield
firm, in no particular order of importance.
1) Client Defining and Building
This is a tool with several parts. It was noted above that the "involved
client" is a crucial part of the success of this building. Some of the steps
effective in unifying this diverse client include:
Interviewing the users.
This step was the principal method used not only to obtain information
about the users, but probably had a hand in establishing a common agenda
among them. As information about problems was spread between and
among different groups that were associated with them, the nurses and
the supply managers, for example, a mutual understanding about the
particular needs of each evolved. This may have smoothed dissenting
opinions to some degree.
The collaboration between Girard and Bienstock was perhaps the most
important contributor to the "pod system" concept. Here the client's
expertise and knowledge was paired with the designers sense of spatial
organization to produce a novel solution.
2) External Research
This tools is characterized by information brought to the designer by a
disinterested professional, such as Thomson and his Yale Nursing Index,
or Olsen and his Post Occupancy Evaluation. Although the direct results
of these tools seem sparse, their usefulness may be hidden by intermediate
steps that are used to translate them into palpable results.
3) Reflective Practice
This is a very general skill that refers to a practitioners willingness to be
open to information and criticism about his own work in the interest of
improving it. Rosenfield exemplifies this trait with his constant review-
both personal and external-of things he has already built. This openness
makes it possible to seek rather than avoid problems, and thus stand a
chance of solving them the next time.
4) Inventive Vs. Traditional Approach
The Hackensack design process was unique in its search for new solutions
to problems. Instead of asking how things were done in the past, the
designers asked how things might be done in the future. By evaluating
what made sense to keep and what made sense to change, a spatial/
organizational hybrid was created where certain facilities allowed old
functions to be carried out in new ways. Instead of a nurse doing rounds,
she could simply look ip-and see if her patients needed anything.
Client as a Resource
Discussion
The distinction of this case from others we have seen is its many points of
apparent success. Unlike many of the buildings and organizations visited
by SPORG, there is compelling evidence suggesting that this building is
a real improvement over previous models. For purposes of generalization,
it is important to understand what points in the process made it successful.
Some of these points, as illustrated above, include:
- The singular concept of wanting to bring caregivers closer to their
patients.
- The development of measuring tools.
- The existence of previous attempts at improved facilities.
- The architect's ability and willingness to learn from these as well as
it's own previous efforts.
- The cooperative collaboration between an expert of design and an
expert of health-care.
- The involvement of users to inform the designer about specific needs,
and engage in intra-organizational negotiations.
- The ability to translate information into design.
These points, however, raise further questions and inspire new hypotheses.
Initial assumptions about the relationship between caregivers and patients
claimed more effective care with eye contact. Although many of a
caregivers' functions take less time with shorter physical distances, other
factors could account for improved care. The mere ability to see a nurse
could conceivably mitigate a patients loneliness or perceived neglect.
Additionally, non-verbal communications-smiles, or looks of concern
or questioning-possible with a visual connection, may account for some
of patients' improved sense of well being, and could even relate to the
lower numbers of sleeping pills that patients request. The spatial
relationship developed could have the effect of blurring the boundaries
between caregiver and patient, which conceivably encourages patients to
be more active in their own care. This phenomenon may represent a
strong link between space and behavior, and should be studied further.
The collaboration between the architect and the client was an integral
step in the invention of the cluster design. But what were there factors
that made it successful? Bienstock, the architect on the plane with Girard,
was married to a nurse. Did his indirect associations with health care
make him more likely to produce a coherent design? How dependent is a
successful collusion upon mutually informed participants? In other words,
could a less health care seasoned professional stand to make similar
contributions towards a solution as Bienstock did.?
Perhaps the most important part of design process, after the initial concept,
were the communications established between and among hospital staff.
What were the techniques employed to facilitate this communication?
Would the same techniques translate to other situations in other fields
beyond health care?
Points of Interest
Among the lessons to come out of this case is the difference between
knowledge and invention. Despite all the efforts that went into
understanding a nurse's tasks, as in the Yale Nursing Quality Index, and
all the information that was generated, the key event of the design process
occurred on a cocktail napkin, not on a spread sheet. If the dynamics of
that situation were better understood, perhaps conditions for invention
could be built into the design process.
Related to this issue is the impeding presence of spatial and organizational
antecedents., li many of the cases an inhibiting factor of successful
solutions has been a rigid association with existing or previous solutions.
Conventional hospital design may have its roots in military precedents
and the design may exist to optimize some factor that no longer is important
or as important. Perhaps it was originally driven by a particular ideology.
Regardless, hospitals have been built in this image for years, despite the
potential existence of superior designs. Apparently, an important question
to ask is, "does the existing solution best address the foreseeable issues?"
It seems that in order for innovative proposals to surface, there must be a
willingness to question even the most basic premises. A combination of
this willingness with skills contributing to the unearthing of problems, an
ability to bring physical solutions to these problems, and a thorough and
methodical evaluation of these solutions, appears to be integrally linked
to a predictably successful design process.
Appendix B: Questions for Street Users
Street User Interviews
The following are a set of questions which will be used to sollicit
information about pedestrians about their perceptions of Central Square
under four categories:
I General Image
II Entertainment
III Commercial
IV Activities
Introduction
Hello my name is... and I am conducting a small study at MIT about
Central Square. Would you be willing to spend between 10 and 15 minutes
answering the following questions about the entertainment potential of
Central Square?
I. General Image
What is the most important thing in Central Square?
What stands out most in your mind?
What do you remember the most easily?
What are the main characteristics of Central Square? Is there a spirit or
feeling you associate with the place? Is there any one place that comes to
mind when you think of an image that represents Central Square?
If you were to describe Central Square to someone else, what would you
tell them?
At what point do you arrive?
Do you feel safe in Central Square?
II Entertainment
Do you ever come to Central Square for entertainment? Why here?
(If yes) what kinds of things do you tend to do here?
-Music?
-shows?
-Bars
III Commercial
What kind of shops do you think your friends or others you know would
like to have in Central Square?
If you couls substitute any store for another, what would you give up, and
what would you replace it with?
IV Activities
What do you do when you are in Central Square? (Please try to think of
two or three things that you tend to do while here).
Where do you go?
How often do you come?
What day of the week, and what time of day do you tend to come?
How do you get there?
Where do you feel safe and unsafe. Whar features of those places
contribute to this feeling.
Are threr times of day that Central Square is more or less alive with
activities? When are those times? When is it less active? Do you have
any understanding about what contributes to changes in energy levels?
V Map
Please make a map. Indicate important things-the most important to you.
Please label them. (Interviewer should pay particular attention to the
order in which things are noted.)
142
Bibliography
A.I.T.T.
American Federation for The
Arts.
Architectural Record.
Arndt, Hans-Joachim.
Athanasopoulos, Chrastos
Georgiou.
Barron, Michael.
Barron, Michael.
Beranek, Leo Leroy.
BRA.
Burris Meyer, Harold.
Carr, Steven.
Corry, Percy.
Cresley, Mark Lauden.
Adaptable Theaters: a report of the proceedings at the Third Biennial
Congress of the Association Intemationale Des Technicians de Thatre.
London, Association of British Theater Technicians. 1962.
The Ideal Theater. Eight Concepts. New York. American Federation
of Arts. 1962.
Commercial Buildings. New York. F.W. Dodge Corp. 1953.
Chamber Concert Hall of the Berling Philharmonic, West Berlin.
Senat Dept. For Building and Housing. 1987.
Contemporary Theater: Evolution and design. New York. Wiley. 1983
Auditorium Acoustics and Architectural Design. London; New York.
E&FN Span. 1993.
Auditorium Acoustics and Architectural Design. London; New York.
E & FN Spon. 1993
Music Acoustics. and Architecture. New York. Wiley. 1962.
Boston's Theater District: a program for revitalization. Boston. BRA.
1979.
Theaters and Auditoriums. Huntington, New York. R.E. Krieger Pub.
Co., 1975.
Public Space. Cambridge, England; New York. Cambridge University
Press. 1992
Community Theaters, London. Pitman. 1974.
Recreating the Context: The design of a community theater. Thesis.
(M.Arch.) MIT Dept. of Architecture. 1982.
Duark, Donna P.
Dutli, Peter.
Hester, Randolph T.
Howard, John, T.
Izenour, George.
Jacobs, Jane.
Jordon, Vilhelm Lassen.
Joseph, Steven.
Kemble, Roger.
Leacroft, Richard.
Lemoine, Bertrand.
Lynch, Kevin.
Lynch, Kevin.
Architectural Programming: Information Management for design. New
York. Van Nostrand Reinhold. 1993
Neuc Stadrume in Barcelona. Zrich. Verlag der Fachvereine. 1991.
Community Design Primer. Mendicino, California. Ridge Times
Press. 1990
A Bibliography of Theater Technology: acoustics. and sound. lighting
properties and scenery. Westport, Connecticut. Greenwood Press. 1982
Theater Design, By George C. Izenour. New York. Mcgraw-Hill.
1977.
The Death and Life of Great American Cities. New York. Random
House. 1961.
Acoustic Design of Concert halls and Theaters: a personal account.
London. Applied Science Publishers. 1980.
Actor and Architect. Toronto. University of Toronto Press. 1964.
The Canadian City: St. John's to Victoria. a Critical Commentary.
Montreal. Harvest House. 1989.
The Development of the English Playhouse. Ithaca, Nev York.
Cornell University Press. 1973.
Les Passages Couverst en France. Paris. -
Good City Form, Cambridge, MA. MIT Press. 1984.
The Image of the City. Cambridge, MA. The Technology Press and
Harvard University Press. 1960.
Lynch, Kevin.
Lynch, Kevin.
Lynch, Kevin.
What Time is This Place. Cambridge, MA. MIT Press. 1972.
City Sense and City Design: writings and proiects of Kevin Lynch.
Cambridge, MA. MIT Press. 1990.
Site Planning. Cambridge, MA. MIT Press. 1971.
Mackintosh, lain.
Moneo, Jos Rafael.
Moody, James L.
Oldenburg, Ray.
Orrell, John.
Pichel, Irving.
Rowe, Peter.
Smith, Kathyrn.
Southworth, Michael.
Architecture, Actor, and Audience. London; New York. Routledge.
1993.
Reflecting Two Concert Halls: Gehry vs. Venturi. Cambridge, MA.
Harvard University Graduate School of Design.
Concert Lighting: techniques. art. and business. Boston. Focal Press.
1989.
The Great Good Place: Cafes. coffee shops. community centers. beauty
parlors, general stores. bars. hangouts. and how they get you through
the day. New York. Paragon House. 1989.
The Theaters of Inigo Jones and John Webb. Cambridge; New York.
Cambridge University Press. 1985.
Modern Theaters. By Iving Pichel. New York. Harcourt, Brace and
Company. 1925.
Making a Middle Landscape. Cambridge. MIT Press. 1991
Frank Lloyd Wright, Hollyhock House and Olive Hill. New York.
Rizzoli. 1992.
Designing and Managing the Strip. Cambridge, MA. Joint Center for
Urban Studies of MIT and Harvard University. 1974.
145
Stoddard, Richard Foster.
Talaske, Richard H.
Tidworth, Simon.
United States Anny Corps of
Engineers.
Urban Design Group.
Warpole, Kevin.
Webb, Michael.
Yoneyama, Hiroshi.
The Architecture and Technology of Boston Theaters, 1794-1854.
Thesis. Yale University.
Halls for Music Perfornance: two decades of experience. New York.
American Institute of Physics for the Acoustical Society of America.
1982.
Theaters: An Illustrated History. London. Pall Mall Press. 1973.
Design Guide For Music and Drama Centers. Washington D.C.. Dept
of the Anny, Engineering Division, Military Programs Directorate.
Office of the Chief of Engineers. 1981.
Public Urban Design: Current Toronto Initiatives. Toronto. City of
Toronto Planning and Development Dept. 1986
Towns for People: Transforming Urban Live. Buckingham,
Philadelphia. Open University Press. 1992.
The City Square: London. Thames and Hudson. 1990.
Studies for a Design Approach for Public Gathering Facilities. M.Arch.
Thesis. MIT. Department of Architecture. 1981.
Figure 1
Figure 2
Figure 3
Figure 4
Figure 5
Figure 6
Figure 7
Figure 8
Figure 9
Figure 10
Figure 11
Figure Credits
City of Cambridge Map:
Cambridge Department of Records
Site Planning. P. 99.
Image of the City P. 18
Image of the City P. 21
Image of the City P. 19
Image of the City P. 24
Image of The City P. 69
Image of The City P. 146
Image of The City P. 146
Image of The City P. 147
User Response To
Pedestrian Shopping Streets. P. 91
Newpaper Cippings By Author
Community Design Primer P. 102
User Response To
Pedestrian Shopping Streets. P. 91
Photo By Richard Stump
Photo By Richard Stump
Photo By Richard Stump
Figure
Figure
Figure
Figure
Figure
Figure
............................
............................
............................
............................
..........I..................
............................
............................
............................
............................
.........................I
............................
............................
............................
............................
............................
Figure 18
Figuire 19
Figure 20
Figure 21
Figure 22
Figure 23
Figure 24
Figure 25
Figure 26
Figure 27
Figures 28-45
Figure 46
Figure 47
Figure 48
Figure 49
Figures 50-55
Figure 56
Figure 57
Figure 58
Figure 59
148
............................
............................
............................
............................
............................
............................
............................
............................
............................
............................
............................
............................
............................
............................
............................
. .. ......................
.........I ...............
............................
............................
............................
Photo By Richard Stump
Photo By Richard Stump
Photo By Author
Photo By Author
Photo By Author
Photo By Author
Photo By Author
Photo By Author
Photo By Author
Photo By Author
Photo By Author
Photo By Author
Interviewee I Map
Interviewee II Map
Interviewee III Map
Sketches By Author
Halls For Music Performance P. 95
Halls For Music Performance P. 37
Halls For Music Performance P. 125
Modern Theaters P.22
Figure 60
Figure 61
Figure 62
Figure 63
Figure 64
Figure 65
Figure 66
Figure 67
Figure 68
Figure 69
Figure 70
Figure 71
Figure 72
Figure 73
Figure 74
Figure 75
Figure 76
Figure 77
Figure 78
............................
... ..I. . .. .... ... ....... .
............................
............................
............................
............................
............................
............................
............................
............................
............................
............................
............................
............................
............................
............................
..............I..............
............................
............................
Music. Acoustics. and Architecture P. 75
Music. Acoustics, and Architecture P. 75
Music, Acoustics, and Architecture P. 75
Music, Acoustics, and Archtecture P. 310
Music, Acoustics, and Archtecture P. 311
Music. Acoustics, and Archtecture P. 504
Theater Checklist P. 42
Theaters and Illustrated History P. I1
Theaters and Illustrated History P. 22
Theaters and Illustrated History P. 24
Theaters and Illustrated History P. 207
Theater Design P. 10
Theater Design P. 10
Theater Design P. 38
Theater Design P. 38
Theater Design P. 127
Theater Design P. 390
Theater Design P. 391
Theater Checklist P. 22
Figure 79
Figure 80
Figure 81
Figure 82
Figure 83
Figures 84-87
Figure 88
Figure 89
Theater Checklist P. 15
Community Buildings P. 372
Community Buildings P. 372
The City Square P. 211
The City Square P. 210
Photos By Albert Kong
Sketch By Author
Collborative Sketch By Author
and Peter Mulvey
Collborative Sketch By Author
and Peter Mulvey
Sketch By Author
Photo By Author
Figure 90
Figures 91-100
Figures 101-126
Cover Architect. Actor. and Audience P.37
Development of the English Playhouse P. 103Oppostite
150

